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ABSTRACT 
Several rationales for secondary school jazz education are commonly 
referenced in pedagogy manuals, advocacy literature, and instructional 
resources: jazz education can develop certain musicianship skills more 
effectively than traditional large ensemble classes (e.g., concert band), jazz 
education fosters lifelong music-making, jazz education can help build and 
sustain an audience for jazz, and jazz education is important because jazz holds 
a special place in American art and culture. The growth of jazz education, 
however, does not seem to have led to the expansion of the jazz audience and 
consumers in the USA or increased the likelihood of lifelong music making of 
students. Furthermore, jazz educators have not employed the kind of curricular 
structure and pedagogical practices necessary to take advantage of salient 
features of jazz in secondary music education. 
A close examination of the incongruence between rationales for jazz 
education and the practices of jazz education in secondary schools reveals 
certain paradoxes: student jazz participation grows, while broader jazz 
consumption ebbs; jazz education resources multiply, while diversity of theory 
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and practice within jazz education diminishes; student jazz ensembles become 
more polished, but at the expense of developing skills that enhance students' 
personal music agency. 
I contend in this study that paradoxes such as these can be useful as a 
framework for problematizing as well as imagining (and ultimately enacting) 
possibilities. I propose that a "this-with-that" dialectic described by Jorgensen 
enables paradoxes to be analyzed and potentials to be discovered. I describe 
three paradoxes in secondary school jazz education with a twofold purpose: 1) to 
critique secondary school jazz education and offer recommendations based on 
this critique, and 2) to provide a practical example of how paradoxes in music 
education might be engaged by music educators. 
Although this project will have special significance to secondary school 
jazz educators because it offers a sustained critique in that area, it is my hope 
that this project will benefit music educators of all types as they encounter 
paradoxes in music education. 
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CHAPTER 1: INTRODUCTION 
I contend in this study that paradoxes can be useful as a framework for 
problematizing as well as imagining (and ultimately enacting) possibilities in jazz 
education at the secondary school level. I propose that a "this-with-that" dialectic 
described by Jorgensen (2001, 2005, 2006b) enables paradoxes to be analyzed 
and potentials to be discovered. I describe three paradoxes in secondary school 
jazz education, with a twofold purpose: 1) to critique secondary school jazz 
education and offer recommendations based on this critique, and 2) to provide a 
practical example of how paradoxes in music education might be engaged by 
music educators. 
My awareness of these needs arose from my experiences as a traditional 
music education student (and then secondary school and university jazz 
instructor) who, by contrast, learned jazz "informally"-through mentorships, self-
guided practice, professional gigging, and jam sessions. This background 
awakened me to tensions between different theories and practices about how, 
why, by whom and for whom jazz education might be undertaken. Wrestling with 
these conflicts, it became apparent to me that secondary school jazz education 
was not in need of more "information" so much as it was in need of scrutiny. 
Although this project will have special significance to those with similar concerns 
for secondary school jazz education because it offers a sustained critique in that 
area, it is my hope that this project will benefit music educators of all types as 
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they encounter paradoxes in music education. 
The Problem 
Jazz education has grown into a popular and important aspect of music 
education in the USA, especially within the context of secondary school music 
instruction. Several rationales have keyed the introduction and growth of jazz 
education in music education: 
1. Jazz education can develop broader and deeper musicianship skills in 
students than "traditional" large ensembles (concert band, orchestra, choir) 
because of the unique properties and demands of jazz music (Elliott 1983, 1986, 
1987; Engelke 1996; MENC 1996; Dunscomb and Hill 2002; Jarvis, Beach, and 
Wiest 2002; Miles and Carter 2007); 
2. Jazz education fosters lifelong music-making because of the flexible 
musicianship skills that students can develop through playing jazz (Baker 1979; 
Bowman 1982; Elliott 1996; Engelke 1996; MENC 1996; Beale 2001; Dunscomb 
and Hill 2002; Jarvis, Beach, and Wiest 2002); 
3. Jazz education can help build and sustain an audience for jazz beyond 
school because students can gain a deep appreciation of jazz music through 
playing jazz (Baker 1979; Elliott 1983, 1986, 1987, 1996; Engelke 1996; MENC 
1996; Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 2002; Miles and Carter 
2007); and, 
4. Jazz is a unique American art form, and thus constitutes an important 
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component of American education (Williams 1970; Baker 1979; Arnold 1981; 
Buckner 1981; Taylor 1986; Williams and Richards 1988; Williams 1992; Engelke 
1996; MENC 1996; Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 2002). 
The growth of jazz education, however, does not seem to have led to the 
expansion of the jazz audience and consumers in the USA (DeVeaux 1994; 
RIAA 2009) or increased the likelihood of lifelong music-making of students 
(Regelski 1998). Furthermore, jazz educators have not employed the kind of 
curricular structure and pedagogical practices necessary to take advantage of 
salient features of jazz in secondary music education (Nettl 1995; Beale 2001; 
Mantie 2004; Nicholson 2005; Prouty 2005; Gatien 2009); generally, music 
educators remain uncomfortable teaching creative music-making skills like 
improvisation and composition (Byo 1999), which are central jazz practices. A 
close examination of the incongruence between rationales for jazz education and 
the practices of jazz education in secondary schools reveals certain paradoxes: 
1. student jazz participation grows, while broader jazz consumption ebbs; 
2. jazz education resources multiply, while diversity of theory and practice 
within jazz education diminishes; 
3. student jazz ensembles become more polished, but at the expense of 
developing skills that enhance students' personal music agency. 
Paradoxes such as these point to problems in theory and practice of jazz 
education that are not easily untangled, but they merit investigation because they 
are enmeshed with the core philosophical questions of music education: why, 
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how, and for whom should music education be undertaken? These problems, 
then, are not only about the effectiveness of jazz education; they can be seen as 
microcosms of problems in music education at large. 
Need 
This study began in response to two needs: the need for greater critical 
inquiry of theory and practice in jazz education, especially at the secondary level 
(Whyton 2006; Mantie 2008), and the need for music educators to confront 
paradoxes in secondary school jazz education. Jazz education scholarship has, 
until quite recently, consisted of efforts to codify pedagogy and history of jazz, as 
consensus building and advocacy were issues of concern before jazz became a 
common and respected feature of school music programs. The jazz education 
literature from the years surrounding the introduction of jazz in schools and 
curriculum guides (roughly spanning 1945-1975) emphasizes rationales and 
advocacy for (and against) jazz education. Most of this literature is in the form of 
editorial pieces in professional trade journals, such as Music Educators Journal, 
The Instrumentalist, and Jazz Education Journal, especially in the earlier years. 
Examples of such topics are whether or not jazz should be used in marching 
band (Baskerville 1956), the role of jazz in general music courses (Krone 1959; 
Lankhorst 1959), why jazz merits (Kulp 1957) or does not merit (Feldman 1964) 
inclusion in school music curricula. 
Jazz education was not the topic of dissertations until the 1970s, when 
scholars emphasized the historical development of jazz education and 
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formulation of jazz education curricula. Williams (1972) to my knowledge wrote 
the first dissertation on jazz education, an historical account of the introduction 
and development of secondary and postsecondary school jazz education 
programs. Ferriano (1974) similarly described the introduction and development 
of jazz bands in secondary schools, also giving attention to their role in school 
music programs. Herfort (1979) described the history of the National Association 
of Jazz Educators (which later became the International Association of Jazz 
Educators and then the International Association for Jazz Education, before 
dissolving in 2008). Other historical dissertations in jazz education follow 
influential jazz educators (Kennedy 1996; Mason 2005) and degree programs 
(Miller 1979; Rhodes 2005). 
Barr ( 197 4) is notable as one of the first descriptions of a postsecondary 
school jazz curriculum, predating well-knoyvn books by David Baker (1979) and 
Jerry Coker (1989). Since, dissertations on jazz education curriculum include 
those related to jazz improvisation (Zwick 1987; Wetzel 2007; Brent 2008; 
Schwartz 201 0), postsecondary courses for non-music majors (Grandy 1988), 
elementary (Tory 1991) and secondary (Stevens 1997) instrumental music and 
comparisons of postsecondary (Hennessey 1995) and graduate (Fischer 1999) 
jazz degree programs. Studies examining the state of jazz education within 
certain contexts (e.g., secondary school jazz ensembles in Alabama) have been 
of continual interest to thesis and dissertation writers (Payne 1973; Branch 1975; 
Hinkle 1977; Balfour 1988; Mack 1993; Knox 1996; Wiggins 1997; Cruse 1999; 
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Brenan 2005; Jones, H. 2005; Jones, L. E. 2009). 
The widespread acceptance of jazz in music education (Mark 1975, 1987) 
shifted research interest to improving jazz pedagogy techniques. Studies related 
to jazz ensemble rehearsal strategies, improvisation instruction, and instrument-
specific jazz pedagogy were common throughout the 1980s and 1990s, and have 
continued into the present. Dissertations examined "successful" school jazz 
programs or teachers (Grimes 1988; Day 1992; Dyas 2006) and the relationships 
between jazz pedagogy techniques and student musicianship (Hares 1977; 
Sessions 1980; Baudo 1982; Bash 1983; Birkner 1992; Knight 1993; Fern 1995; 
Laughlin 2001; Parr 2001; Parisi 2002; Heil 2005; Edmund 2009; Preponis 2009). 
These studies tend to be teacher-driven and teacher-centered in the sense that 
they are meant to benefit teachers in their craft; their value to music education is 
in how they will make jazz teaching more effective, which ostensibly can be 
measured in the performance quality of jazz students. 
A turn toward more critical studies has marked jazz education scholarship in 
recent years. Work in this area includes philosophical inquiries that examine the 
nature of jazz (Williams 1970; Taylor 1986; Levine 1989; DeVeaux 1991; 
Williams 1992; Gabbard 1995a; Nisenson 1997; Peretti 1997; Ake 1998; Dobbins 
1998; Stanbridge 2000; Porter 2002; Chapman 2003; Nicholson 2005; Prouty 
2005; Sehgal 2008; Prouty 201 0; Whyton 201 0), gender and sexual issues in 
jazz education (Madura 1992; Monson 1995; McCarthy 1999; Steinberg 2001; 
McKeage 2002, 2003, 2004; Wehr-Flowers 2006, 2007), race relations in jazz 
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education (Casper 1989; Monson 1995) and institutionalism in jazz education 
(Ake 1998; Beale 2001; Tomlinson 2001; Prouty 2002, 201 0; Wilf 201 0). 
Descriptive studies have been helpful in illuminating what students think, feel, 
expect, and experience in jazz education (Bauche 1982; Leavell 1996; McKeage 
2003; Goodrich 2005; Whyton 2006; Goodrich 2007; Wehr-Flowers 2007; 
Goodrich 2008; Hunter 2011; West 2011 ). These contributions to jazz education 
literature have encouraged critique of theory and practice with the intention of 
giving students a greater voice in music education, and with making practice 
more useful, enjoyable, satisfying and empowering to students. 
This study is an attempt to interrogate some of the rationales, values, and 
aims of secondary school jazz education that have become accepted as status 
quo and lead to paradoxes for music educators. Critiques of postsecondary 
school jazz education have been written (Ake 1998; Beale 2001; Prouty 2002; 
Chapman 2003; Nicholson 2005; Wilf 201 0), but secondary school jazz 
education has not been the subject of similar critical scholarship. The paradoxes 
in this study point to a need for philosophical inquiry into the rationales, values, 
and aims of secondary school jazz education. 
One of the great paradoxes of music education is that as much as 
rationales for music education have changed over time, practices have stayed 
mostly the same (Jorgensen 1994; Roberts 1994; Jorgensen 2003; Woodford 
2005; P.M. Jones 2006; Regelski 2006; P.M. Jones 2007; Green 2008b; 
Regelski 2009). When it comes to research application, most music teachers are 
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more interested in what they are doing and how they might do it more effectively 
than why or with whom they are (or should be?) doing it. I submit that, at present, 
music education in secondary schools is conceptualized as how teachers do 
music to students rather than why students and teachers should do music 
together and that there is an emphasis on what is good about music rather than 
for what and for whom music is good (Regelski 1998). There is a need in music 
education research for work that addresses the relationship of theory and 
practice in direct ways, offering models, ideas, and examples for dialogue 
(Roberts 1994 ). Paradoxes offer rich potential here, for they are concrete 
dilemmas between "what should be" and "what actually is." 
A paradox such as this seems overwhelming; how do music educators 
respond to the (seemingly) opposite trajectories of theory and practice? 
Unfortunately, many choose to ignore the problem and maintain the status 
quo. This is an understandable reaction to any problem that seems too big to 
address (Jorgensen 2003, 44-45). An alternative to denial is to narrow the scope 
of the problem to more manageable proportions. I hope to demonstrate the 
effectiveness of such an approach by engaging more specific paradoxes in this 
project; for instance, the paradox of the theory/practice gap in music education is 
examined within the more particularistic context of the theory/practice gap within 
secondary school jazz education. I also hope to demonstrate that paradoxes can 
take us beyond the problems of comparing "what actually is" and "what should 
be" to see the possibilities of "what could be." One possibility I see for music 
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education, and that I hope others will see from this project, is that music 
educators will do more to merge theory and practice by engaging the specific 
paradoxes they encounter in their own professional and personal contexts. 
Rationale 
There are several reasons, aside from my abiding personal interest in and 
fondness for jazz, for selecting secondary school jazz education as the focus of 
this study. Firstly, jazz has risen to prominence in music education and continues 
to trend upward in importance, especially in secondary school contexts, 
supported in part by certain assumptions and understandings about jazz that 
have become pervasive amongst music educators: jazz is a "high art" form that 
requires sophisticated skill on the part of listeners and players, school jazz 
ensembles nurture the development of certain musical skills that cannot be 
acquired through other school-compatible experiences, and school jazz 
ensembles can ensure a particular legacy of jazz in the United States and 
Canada. These assumptions have been investigated in relation to postsecondary 
music education (Ake 1998; Dobbins 1998; Caswell and Smith 2000; Beale 
2001; Chapman 2003; Nicholson 2005; Wilf 201 0), but their importance to 
secondary school education has not been adequately investigated. I think these 
assumptions deserve scrutiny within the context of secondary school music 
education, considering the greater number of students affected by choices of 
music education at the secondary level than the postsecondary level and the 
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greater limitations of choice and autonomy amongst secondary school students 
versus those in postsecondary music studies. 
Secondly, my experiences and observation have suggested to me that a 
chasm exists between what is often believed about jazz education in secondary 
school and what is often done in jazz education. The questions above that guide 
this study point to the likelihood of such a chasm, and I believe it merits 
investigation in the interest of maintaining credibility and efficacy in music 
education. There are a number of pedagogical resources (Baker 1979; Kuzmich 
and Bash 1984; Coker 1989; Lawn 1995; MENC and IAJE 1996; Dunscomb and 
Hill 2002; Jarvis, Beach, and Wiest 2002) meant to advocate for, describe and 
explain how to conduct jazz education in a standardized way-particularly in the 
setting of a "big band" class or extracurricular activity-but very little critique of 
this pedagogical scenario in secondary school contexts. The critical analysis in 
this study will be a valuable contribution to music education in that it will 
problematize widely accepted patterns of thought and practice that will challenge 
music educators to reflect on their philosophy and practices in jazz education. 
Thirdly, jazz and jazz education, especially in the context of the USA and 
Canada, are imbued with paradox. Jazz musicians can feel the tension between 
the desire to create an "original" and "personal" sound on the one hand, and on 
the other hand the pressures to conform to certain boundaries that characterize 
them as "jazz musicians" (Friedwald and Taylor 2002). Jazz education has long 
been paradoxical, as it involves the academic harnessing and codification of a 
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musical practice that traditionally was at odds with ac"ademic strictures. The 
intersections of various tensions and polarizations within jazz and jazz 
education-race, institutions, traditions, economics, identity-makes the task of 
untangling and describing these paradoxes tedious and exhausting, and 
sometimes creates more questions than answers. The benefit, however, of doing 
such work is that one cultivates a more comprehensive, less rigid perspective 
that enables thoughtful reflection on one's own philosophy and practice. The 
description of secondary school jazz education through analysis of paradoxes will 
be a unique addition to the literature of music education, and perhaps serve as a 
model for other such analyses in music education. 
The context of jazz education in this study is limited to that of the United 
States and Canada. The paradoxes central to this study arise from issues that 
are bound up in the historical and cultural milieu of jazz and music education in 
the USA and Canada, and may be relevant to other contexts. Additionally, I have 
chosen to focus this project on jazz education in secondary schools for three 
reasons. First, there is a lack of critical literature on jazz education that is 
oriented to secondary school settings. Secondly, given the proportion of students 
in jazz education at the secondary level and the importance of music education 
experiences at this level to students' identity formation and future participation, I 
think it is a significant area on which to focus. Thirdly, my experience as a music 
educator in the context of secondary schools has given me a personal and 
professional stake in investigating this topic, as well as helpful familiarity with this 
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context. 
It is my hope that this study will be of interest and benefit to music educators 
in diverse quarters of teaching, as the phenomenon of paradox is not unique to 
secondary school jazz education. Music education is rife with paradoxes: theory 
and practice, product and process, tradition and relevance, institutions and 
individuals seem to cast our endeavors with binary oppositions that create 
dilemmas large and small (Prouty 2002). I intend to demonstrate that paradox 
can be a place of opportunity rather than despair, and that paradoxes need not 
be a choice between but choice through, which can empower music educators to 
imagine and pursue new possibilities in their own situations. 
Purpose 
The purpose of this study is to identify and describe paradoxes in secondary 
school jazz education, and to utilize the framework of paradox as a means of 
both problematizing secondary school jazz education and discovering potential 
theoretical and practical pathways that are more congruent with the key 
rationales of jazz education. Paradoxes are points of tension, because they are 
characterized by choices that seemingly are at odds with each other. Paradoxes, 
however, can point to problematic assumptions, can embody or illustrate certain 
problems within a paradigm, and can also offer an opportunity to imagine new 
possibilities. In addition to my observations and conclusions about jazz 
education, I intend to describe how paradoxes in music education can be used to 
imagine new possibilities for practice. 
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This study is an outgrowth of my personal experiences as a secondary school 
and university music educator, a jazz performer (who learned primarily outside of 
institutionalized education), and a "traditional" music education student. I have in 
all of these roles experienced paradoxical dilemmas in jazz education, such as 
choosing between academic and non-academic musical pursuits, originality or 
reproduction as a basis for authenticity, and the pull between idealized theory 
and realistic practice. The questions that inspired this study have emerged from 
my observations in the intersecting, overlapping experiences of teaching, 
studying, and performing music-especially jazz-in secondary and post-
secondary academic environments as well as beyond institutionalized education. 
I often felt like both an insider and outsider between (seemingly) separate 
spheres, such as jazz and classical, teaching and performing, academic and 
non-academic. I also felt (and still feel) tension between competing forces and 
identities within these spheres, such as teaching, research, and performance 
within the academic sphere or "traditional" and avant-garde movements in jazz 
performance, or as an educator, the pressures of exhibiting a "product" for 
administrators, parents or other observers which may sometimes be at odds with 
meaningful, efficacious processes of students' learning. 
I think such paradoxes are apparent and vexing to all music educators who 
take the time to reflect on their work, but each person's experiences, 
circumstances and perspectives lead to particular questions. The questions I 
have chosen from paradoxes in my own professional life that guide this study 
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are: 
1. What incongruences, if any, exist between commonly espoused rationales 
for jazz education and the broad practices of jazz education in secondary schools 
of the USA and Canada, as evidenced by jazz pedagogy and curriculum 
literature? 
2. In what ways, if any, have efforts to build jazz audiences through music 
education affected secondary school jazz education? 
3. Why does jazz education in the USA and Canada remain focused on a 
narrow, anachronistic interpretation of jazz even as jazz music continues to grow 
in diversity throughout the world? 
4. In what ways might a thoughtful engagement with the apparent paradoxes 
in jazz education lead to curricular and instructional practices that emphasize the 
transformation rather than reproduction of jazz practices in schools? 
Description 
This study is in three parts: background description, critical analysis, and 
synthesis. Part one (Chapters One and Two) familiarizes readers with the context 
of the study, including a description of secondary school jazz education and a 
review of relevant literature. This description provides a definition of terms, 
necessary historical background, and a description of methodology. 
The second part consists of three chapters, each describing a paradox in jazz 
education. Each of these paradoxes provides a framework for critical analysis of 
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secondary school jazz education. In Chapter Three I discuss the paradox of 'The 
Shrinking/Growing Jazz Tradition," where the rigid, narrow canonization of jazz in 
music education exists amidst the growing variety in jazz worldwide. Next, I 
describe "The Shrinking/Growing Jazz Student" paradox, a scenario in which 
enrollment of secondary students in jazz education continues to grow, but 
questions are raised about the efficacy of the status quo secondary school jazz 
experience. Chapter Five focuses on "The Shrinking/Growing Jazz Education 
Market," a description of how choices in resources for jazz education are 
simultaneously expanding in certain ways but contracting in others. 
In part three I attempt to "find possibilities within the paradox" by applying 
Jorgensen's dialectical method to paradoxes in music education (Jorgensen 
2001, 2003, 2005, 2006b). Chapter Six details possibilities in secondary school 
jazz education in response to the critiques of part two. I also offer some thoughts 
about the process of negotiating paradoxes in music education that may be 
useful to music educators beyond the secondary school jazz education context. 
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CHAPTER2:METHODOLOGY 
I explain in this chapter the research methods of this study and why they 
are appropriate. I begin with a description of philosophical research , because the 
questions of this study are philosophical in nature and this study is a form of 
philosophical inquiry. Next, I explain the role of paradoxes in this study, including 
why paradoxes provide a suitable framework for this study and a description of 
that framework. Finally, I provide a sequential description of the procedures of 
this study to explicate my steps and also to help orient readers to the chapters 
that follow. 
Philosophy as Research 
Research can be understood as "a carefully organized procedure that can 
result in the discovery of new knowledge, the substantiation of previously held 
concepts, rejection of false tenets, and the formal presentation of data collected" 
(Phelps et al. 2005, 3). Research, according to Elliott (2002, 91 ), "attempts to 
offer reasons, evidence, and justifications for making the best decisions possible 
at a given time and place." As the word's etymology suggests, research is a 
systematic, careful search for greater understanding (Heller and O'Connor 2006, 
38). Researchers employ a variety of methods in response to the problems and 
questions they encounter in music education. It is often how one views a 
particular problem that defines what course of thought or action one might take in 
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response to that problem. Stubley (1992b, 44) notes that research methodologies 
"define particular ways of seeing," while they also "represent ways of not seeing." 
Among the major ways of seeing the world through research are empirical, 
rational, and postmodern (Phelps et al. 2005). Empirical methods are useful for 
gathering and evaluating information that can be verified and replicated using 
scientific method (Phelps et al. 2005). However, not all questions are well 
answered through empirical modes of research, because through certain 
questions researchers "seek to identify and evaluate the lenses through which 
we construct experience" (Stubley 1992b, 44 ). Some questions require rational 
modes of inquiry, because they do not involve only observable, measurable data. 
This is why a place exists for philosophical inquiry in music education research-
to answer those questions that are not scientific, but philosophical in nature. 1 
Philosophical questions are those that inquire into aspects of ontology, 
epistemology, or axiologl (Stubley 1992b; Elliott 2002; Jorgensen 2006b ). 
Examples of such questions in music education research are, respectively: What 
is musicianship, how do we know how to identify musicianship, and what aspects 
1. Jorgensen (2006a, 153) writes, "Consequently, explanation in music education is 
understood to be multifaceted rather than monolithic: As nonscientific ways of knowing · 
complement scientific ways of knowing, so music education is properly studied scientifically and 
non-scientifically. Philosophy thus assumes a central place alongside science in music education 
research." 
2. Stubley (1992b) places "epistemology" within the broader term of "methodological" 
questions, and "ontology" within the broader area of "metaphysical" questions, distinguishing 
ontology (the nature of being) from cosmology (the nature of physical existence). Stubley (1992a) 
also gives a more thorough explanation of how epistemology relates to research method. 
Jorgensen also includes ethical, logical, political and aesthetic as types of questions that are 
philosophical. These could be seen, however, as specifications within or synthetic applications of 
the broader categories of ontology, axiology, and epistemology. It is perhaps their particular 
relevance to music education philosophy that leads Jorgensen to make specific reference to such 
questions as distinct types of philosophical questions. 
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of musicianship should be prioritized in music education? Questions like these 
may only be explored through philosophical inquiry, which Elliott (2002, 85) 
defines simply as "the sustained, systematic and critical examination of belief." 
While acknowledging that philosophical inquiry requires methodical organization, 
precise and consistent language, and logical rigor in order to be effective, this 
does not mean that philosophy leads us to cold, hard facts. As Reichling (1996, 
115) states, philosophical work "means embracing the possible as well as the 
actual, the messy, cluttered, confused, and untidy as opposed to the neatness of 
the sciences, and concern for what ought to be as well as what is." Hence, 
philosophical inquiry draws upon such forms of knowledge as "intersubjectivity, 
personal wisdom, self-reflection, personal experience, and 'local' criteria of 
worth," (Elliott 2002, 92), recognizing that varying appeals and knowledge 
sources may have more or less subjectivity, and that they must be bound by 
reason.3 Although we should not expect from philosophical inquiry to arrive at 
"irrefutable proofs" (Reichling 1996, 119), "binding axioms or universal truths" 
(Stubley 1992b, 45), or "unbiased evidence" (Phelps et al. 2005, 122-123), 
neither should we dismiss philosophy as a valid mode of research. Philosophy 
offers us a "way of seeing" that empirical modes of research cannot, and is 
significant to music education because teachers, students, scholars and policy 
makers encounter an abundance of philosophical questions. 
3. Phelps, et al. (2005, 26) observe: "Objectivity for philosophical research obviously will 
not be the same as it will be for an experimental study, but it is still possible to obtain a certain 
degree of objectivity in philosophical research." Objectivity could be taken here to mean 
conclusions based on careful analysis of evidence rather than on opinion, ideology, or hasty 
reaction. 
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There are some who do not consider philosophical inquiry to be research, 
because it does not rely on empirical evidence for its conclusions, and it is 
somewhat subjective (Heller and O'Connor 2006, 38-40). The importance of 
empirical research notwithstanding, it is shortsighted to reject philosophical 
inquiry as a mode of research for three reasons. First, it meets the criteria of 
being a systematic search for greater understanding, because it relies on reason, 
precise language, and organization to bring clarity and insight (Jorgensen 
2006a). Second, there is much historical precedent and a body of literature as 
evidence that philosophical research is not only valid but necessary to enhancing 
scholarship of all types, since empirical means are not well suited for all types of 
questions (i.e., moral, ethical, aesthetic, epistemic, etc.) (Knieter 1991; Stubley 
1992b; Reichling 1996; Elliott 2002; Phelps et al. 2005; Jorgensen 2006a). Third, 
the suggestion that empiricism is completely objective is known to be flawed 
(Kuhn 1962), which leaves open to challenge the assertion that empiricism is the 
only valid means of conducting research. If researchers are to investigate that 
which is not observable and measurable, philosophical research is necessary. 
Indeed, the importance of philosophical research to music education-a field in 
which ideas, beliefs, and policies are substantially influential-has been 
established (Knieter 1991; Stubley 1992b; Reichling 1996; Elliott 2002; Phelps et 
al. 2005; Jorgensen 2006a). 
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"Doing" Philosophy versus "Having" A Philosophy 
Philosophical inquiry in music education is a process of generating and 
investigating questions and critiques of ideas, beliefs and practices in music 
education. This should not be confused with holding to a philosophy of music 
education, which implies adherence to a more or less closed "system of ideas" 
and beliefs (a philosophical product) (Stubley 1992b, 45). Much philosophical 
literature in music education to date has focused on developing, critiquing, or 
comparing "philosophies" of music education , major examples of which include 
Mursell (1956), Reimer (1970), and Elliott (1995). Individual "philosophies" 
provide an initial frame of reference for doing philosophical and practical work 
(e.g. Reimer 1972) and serve either as "lenses" for critique of certain aspects of 
music education (e.g. McCarthy 2000), or as ideas to themselves be critiqued 
(e.g. Westerlund 2003). Philosophical inquiry need not be limited, however, to the 
explanation, application and critique of existing systems, or the development of 
such comprehensive systems. Philosophical inquiry can provide important . 
insights into more particular aspects of theory and practice; for instance, 
Clements (2008) discusses how findings of a study by Green (2008b) might be 
implemented in practice by focusing on emergent themes from the study. 
Philosophical inquiry can open dialogue on gaps in research literature, as 
in Sweet and Paparo's (201 0) call for research to aid sexual identity and 
orientation training of pre-service teachers. Philosophy can guide, focus, and 
synthesize efforts in empirical research and/or new and deeper areas of 
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philosophical inquiry (Knieter 1991; Reichling 1996; Jorgensen 2006a, 183-189). 
Bowman (2003) provides an example of this in his interrogation of the concept of 
"foundations" in music education, proposing ideas for research into re-
conceptualizing music education foundations. In other words, while theory 
building requires philosophical inquiry to be done (one cannot "create" a 
philosophy without "doing" philosophy), questions may be philosophical in nature 
without necessarily being about philosophy. Thus philosophy as a product and 
philosophy as a process are related but distinct, and philosophical inquiry is used 
to probe areas that are not philosophy, per se, such as music education. 
Philosophical Research as Method 
How do researchers accomplish these things through philosophical 
inquiry? Jorgensen (2006a, 176) describes "symptoms of the philosophical" that 
permeate philosophical inquiry, while Reichling (1996, 122) and Knieter (1991 , 
260-262) offer similar explanations of ph ilosophical characteristics. These 
authors note that philosophical inquiry takes on the tasks of bringing greater 
precision and distinction to thinking through careful analysis and ordering of 
language, concepts, assumptions, premises, values and arguments. Returning to 
Stubley's (1992b) description of research methods as "ways of seeing," one 
could consider each work of philosophical inquiry as a way of seeing, or more 
accurately a way of describing, explaining, and organizing, ideas to bring about 
particular insights that may otherwise be murky or unexamined. 
21 
Philosophy relies on logical rigor, linguistic accuracy, and careful attention 
to the validity and reliability of assumptions, premises, and sources of 
knowledge; this kind of precision, however, does not often lend itself to pre-
fabricated research "models" or methodological types. Such frameworks do exist, 
but to apply them as formulae to philosophical questions can be 
counterproductive. This is because philosophical inquiry is "dynamic within the 
context of conducting philosophy and allows for its own revision, extension, or 
even dissolution" (Reichling 1996, 121-122). The nature and context of the 
questions, along with the researcher's foci and interpretations of the materials 
lead the researcher in continual structuring and re-structuring of the content until 
it is satisfactory (i.e., it is clear and insightful) (Phelps et al. 2005, 119-120). 
Consequently, each work of philosophical inquiry may take a unique shape, 
some clearly structured and others more obscure;4 but the measure of good 
philosophy is not whether or not its method is explicitly clear, but whether or not it 
brings greater understanding.5 
The method, then, of any philosophical inquiry will ultimately be a 
reflection of the path a researcher takes in pursuit of greater understanding of a 
philosophical question, problem, or concept. One could liken it to the unfolding of 
a jazz improvisation, which takes shape as the soloist interacts with the form of a 
4. Reichling (1996, 119) says, "Every philosophical writing is a study in method. In fact, 
method may exist in no concrete form. " 
5. Stubley (1992b, 44), commenting on the over-emphasis on standardized empirical 
methods in music education research , argues, "Our zeal for objectivity and reliability has often 
emphasized truth at the expense of relevancy, value, and perhaps most importantly, 
understanding." 
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song, dialogue with the other musicians and audience, and the soloist's own 
intuition and experience; and even a masterfully constructed improvisation is 
never the final incarnation of the song, as it will be approached differently in the 
context of other musicians, other audiences, other moments in time and place. 
Philosophical inquiries similarly incorporate unique methodical structures, as 
researchers may take markedly different routes of inquiry in order to bring new 
perspectives to the collected body of scholarship. 
Why "Paradoxes"? 
I have chosen to use paradox as a lens through which to view certain 
questions in secondary school jazz education. A paradox is the result of one's 
confrontation of what seems to be conjoined contradictions, such as desirable or 
necessary ends that seem mutually exclusive, or dilemma (being trapped 
between undesirable choices). This means accepting that one is caught between 
areas that each possess a measure of truth and value, even while they each 
have their flaws and detriments. Slaatte (1968, 2) observes, "Though, logically, 
an embracing of opposite propositions connotes a contradiction, experientially, it 
often expresses the truth of human existence." To view a problem as a paradox, 
one might not set out to find the answer or solution, but to understand the 
problem more thoroughly in order to make reflective (and hopefully better) 
decisions. My choosing to frame certain problems in secondary school jazz 
education as paradoxes has several reasons. 
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First, jazz education (and jazz itself) has been fascinating and frustrating 
for me as well as others because it is laden with paradoxes, so it only seems 
natural to me to confront jazz education issues in this way, a point I suspect 
readers will understand and identify with because they have experienced 
paradoxes in some way. Teachers, students, and musicians often feel 
simultaneously pulled between contrasting notions of what jazz is (high art/folk 
art, craft/intuition, tradition/progressive, etc.) and how it should be learned 
(formally/informally, academically/experientially, theoretically/aurally, etc.). Most 
would acknowledge that, while they find value in both aspects of such binaries, 
they nonetheless have trouble reconciling them in theory and practice, placing 
them in "the eye of the paradox." 
Second, I think the rich complexity of these problems warrants a 
correspondingly rich treatment of them that does not oversimplify or overly 
generalize, but rather brings clarity to the issues even while necessarily 
acknowledging their messiness and contextual variances. Binary oppositions are 
well known in jazz and jazz education, but these binaries mask issues that are 
not so simple as they appear on the surface (Ake 1998; Beale 2001; Prouty 
2002; Chapman 2003). It is helpful to unpack these binary oppositions so as to 
examine their history and trajectory, how they intertwine, and what implications 
they may hold. Third, paradoxes reveal to us not only the problems as they are, 
but the possibilities that could be. This is because as one untangles a paradox, 
one better understands that the apparent hard lines of paradox are perhaps 
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softer than presupposed, leaving space for new ideas, outlooks, and paradigms 
(Siaatte 1968, 1-13; Kainz 1988, 37-45; Rescher 2001,20, 125-127). One's own 
values are also challenged and tested , revealing that sometimes the problems 
are not surrounding us but within our own limited perspectives-which paradoxes 
can reveal. 6 
The choice to deal with paradoxes in this project, then, is the choice to 
acknowledge that some of the difficulties of jazz education are not as simple as 
they might seem, nor are they as hopeless as they might feel to teachers and 
students. In choosing to engage paradoxes in jazz education, I contend that jazz 
education can be improved, and that improvement can (must?) come through 
embracing the complexity of problems in jazz education, and diving into them 
without maintaining allegiance to a particular pedagogical method, theory, or 
agenda. Instead, I posit that the various constituencies and interest groups within 
jazz education-most notably, teachers and students-have much to learn and 
gain from accepting the complex problems and practical possibilities offered 
within these paradoxes. The decision not to cling to a this-or-that binary 
approach to problems involves wrestling with challenging matters rather than 
buying wholly into stock positions; the hard work is rewarded , however, with 
freedom from the limitations of such positions, and the ability to adapt to various 
contexts. The value of this project, then, to secondary school jazz educators is in 
its use of paradox to better understand certain problems in secondary school jazz 
6. Slaatte (1968, 240) : 'The overall impact of the paradox is such that the dialectical 
issues, which it usually helps to articulate , drive the reasoner from the neutral balcony of the 
Platonic spectator back into the arena of concrete existence and creative conflict." 
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education and its descriptions of how teachers might discover potential within 
these paradoxes. More broadly, this project can be valuable to music educators 
beyond jazz contexts by serving as an example of how paradoxes in their own 
situations might be navigated. I explain in the following sections what paradoxes 
are and how they can be useful for seeing problems and potentials in secondary 
school jazz education. 
Paradox Defined 
A paradox, simply put, is a pair of contradictory yet related and (perhaps) 
inseparable ideas. Sainsbury (2009, 1) defines paradox as "an apparently 
unacceptable conclusion derived by apparently acceptable reasoning from 
apparently acceptable premises." Rescher (2001, 6) writes, "a paradox arises 
when a set of individually plausible propositions is collectively inconsistent," and 
that this inconsistency creates "a dissonance of endorsements." Slaatte's (1968, 
1) understanding of paradox is more open, as he says, "Fundamentally, a 
paradox entails an embracing of clashing ideas." What holds these clashing 
ideas together for Slaatte is that their contradictory nature makes them "equally 
necessary to convey a more imposing, illuminating, life-related or provocative 
insight into truth than either factor can muster in its own right" (4 ). Similarly, 
Sorensen (2003, xii) prefers to focus on the potentials inherent in paradoxes, 
describing them as "questions (or in some cases pseudo questions) that suspend 
us between too many good answers." 
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Paradoxes may emerge from linguistic peculiarities or contradictions in 
logic or mathematics, in which cases they are often self-contained (and self-
sustained) problems that may have little or no implications for how people go 
about making "real-life" decisions. An example is the famous "liar paradox," such 
as "This statement is false." Obviously, the statement cannot be true, but it also 
cannot be false; it is a contradiction. Such paradoxes-logical or semantic-are 
the result of limitations in our ability to adequately express thoughts through 
language (Kainz 1988, 37). While elegantly beguiling, finding a solution to such a 
problem is more fascinating for its mental gymnastics than it is for its relevancy to 
human life. 
However, some paradoxes can be illustrative synopses of broader 
problems, as in literary or rhetorical paradoxes such as the famous maxim in 
Animal Farm, that "All animals are equal , but some are more equal than others." 
Other paradoxes involve real and serious moral questions facing individuals, 
groups, and societies. Examples include how to lovingly punish one's children, 
what to do when caught between conflicting religious and civil authorities, or 
when the protection of one individual's rights leads to the infringement of 
another's. Literary (or rhetorical), moral and philosophical paradoxes can serve 
people making tough decisions and determinations (Kainz 1988, 37, 45). 
Paradoxes of these sort are not always as clearly or succinctly expressed or 
unpacked, as they are ensconced in the opaqueness of real-life contexts instead 
of the neatness of the purely abstract, but that is precisely what makes them 
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interesting and useful (Siaatte 1968; Rescher 2001; Sainsbury 2009). These 
kinds of paradoxes invite reflection because "they result from the peculiar nature 
of our concepts, which do not have neat boundary lines separating them in our 
mind but intermingle unashamedly with their opposites for definition and 
existence" (Kainz 1988, 37).7 I am concerned in this study with paradoxes such 
as these that are the result of contradictions that intersect not merely as logical 
problems but also as experiences. I am, therefore, considering paradox as a 
"place" that people inhabit as they struggle to negotiate contradictions and 
ironies in their worlds. 
Music educators undoubtedly face philosophical paradoxes continuously 
in professional life. Many of the paradoxes in music education result from 
teachers and students feeling caught between expectations, goals, and/or 
practices, both of which seem important, desirable, or necessary but yet at odds 
with each other. Freer (2011, 165) points to a common paradox for choral music 
teachers, who may often feel pulled between (potentially) conflicting objectives of 
performance and pedagogy: "Should the teacher's actions be guided by the goal 
of performance, or should the teacher's actions be directed toward pedagogy that 
supports the musical learning of students? An answer may not come readily. 
Therein lies the paradox." Freer describes how he has experienced this paradox 
in several ways-as a student, a teacher, adjudicator, and professor-
7. Slaatte (1968, 3) proposes that "one result of paradox is its cathartic effect on the 
smug or sluggish mind. At first stimulating many a raised eyebrow of skeptical curiosity, it leads 
often to fresh investigations and appraisals, which contribute much to intellectual growth and 
discovery." 
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illuminating how, as Slaatte (1968, 2) expresses, "the clashing of ideas is not 
always to be dismissed; definitely not when they are equally imperative or 
essential to a peculiar truth." In the case of Freer's paradox, teachers and 
students grapple with two different visions of choral music aims, objectives and 
practices that are in many ways at odds with one another, yet they are 
uncomfortable with abandoning one vision in favor of the other: they are equally 
imperative or essential to a peculiar truth, despite their opposition with one 
another. 
Institutional pressures and limitations in music education often place 
teachers in these uncomfortable places, because we are often led to accept ideal 
expectations while living in circumstances far less than ideal, and to accept 
values that impinge upon one another. How do we pursue music education for all 
(NAfME 2012) while also selecting how to delimit our curricula (and, 
unfortunately and necessarily at times, our rosters)? How do we reconcile conflict 
when what we believe to be useful to our students individually clashes with that 
which we believe is in their interest as a group? How do we deal with competing 
conceptions of "music" (music as fine art, music as social activity, music as a 
"way of knowing"), realizing that they all have value but potentially take us in 
drastically different pedagogical directions? What do we make of the tensions 
that exist between rationales for music education and the realities of schooling 
that sometimes work against those rationales? How can we help students realize 
the transformative potential in music education while we must work within an 
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educational system that is designed to emphasize standardization and status quo 
continuity? These are not merely juxtaposed contradictions-they are imbedded 
together in the experience of music education, and thus contentious and 
frustrating to the teachers and students who live amongst them. 
Approaching Paradoxes 
The decision to frame difficulties as philosophical paradoxes certainly 
colors one's outlook and expectations about such difficulties (Kainz 1988, 39-40). 
In the same way, how one chooses to work through a philosophical paradox 
directly influences the results of such work. A traditional manner of dealing with 
paradox is to analyze one or both of the premises with the intent of finding 
fallacy, incompleteness, or disjunction (Sorensen 2003, xii). This assumes that a 
paradox must be bound by first-order logic, so "either the conclusion is not really 
acceptable, or else the starting point, or the reasoning, has some non-obvious 
flaw" (Sainsbury 2009, 1 ). The premises would be analyzed in search of such 
flaws, the discovery of which would bring resolution to the paradox as it would 
negate one of the premises and thus demonstrate there is not actually a 
contradiction. There is the possibility, of course, that such flaws-assuming they 
exist-remain obscure despite the closest scrutiny, in which case frustration 
intensifies.8 This method of analysis is most applicable to "thought experiments" 
(theoretical problems) that deal with logical , mathematical, or semantic 
8. Sainsbury (2009, 26) notes that "Paradoxicality is a matter of degree, depending on 
how cunningly appearance masks reality." 
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incongruences that are expected to have clear resolutions that are not subject to 
relativism or ambiguity (Sainsbury 2009, 42-46), and casts the paradox in an 
"either-or" light (Siaatte 1968, 5). 
There is also the notion, especially in philosophical paradoxes, that the 
value of paradox comes not in determining a solution but in the richness with 
which paradox problematizes and opens doors for creative insights. As Kainz 
(1988, 45) has observed, "the propositions of ordinary logic and the statements 
of ordinary prose are not remarkable for bringing out in a specific way the 
differences, oppositions, even contradictions which they entail. Paradoxical 
statements or propositions, on the other hand, do accomplish this; this is their 
peculiar and unique contribution to thought." Likewise, Kingston (1976) has said 
"I learned to make my mind large, as the universe is large, so that there is room 
for paradoxes," and Slaatte (1968, 2) wrote that "though, logically, an embracing 
of opposite propositions connotes a contradiction, experientially it often 
expresses the truth of human existence." Similarly, Taylor and Perry (2001, 3) 
state, "Bringing one's thought patterns to encompass contradictory 'truths' 
enlarges the potential meanings embedded in any event and helps expand our 
consciousness." Paradoxes, then, are not always problems to be "solved" or 
conflicts to be "resolved," but can also be illustrative, to help us better 
understand, appreciate, and live amongst the complexities and disjunctions we 
encounter in life (Taylor and Perry 2001 ). 
Consequently, the use of paradox as an analytical method can lead to 
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deeper understanding of complex matters. One example of this is Wood and 
Conrad's (1983) investigation of problems faced by professional women, in which 
paradox is used as a framework for understanding conflicting stereotypes and 
social myths of what it means to be a "woman" and/or a "professional" in Western 
culture, and how the various responses of women in these situations can 
"perpetuate," "redefine," or "transcend" these paradoxes. Similarly, Noordhoff 
(2012, 53) uses paradox "as a means to explore personal identity, or selfhood, 
and integrity in relation to professional role" of novice and pre-service teachers. 
Noordhoff argues that paradox allows teachers to reflect, identify and explain 
certain complex challenges, noting that paradoxical situations are an unavoidable 
aspect of teaching, and that embracing it may help them "learn to live creatively 
with ambiguity" (Noordhoff, 54). Mcfarlane (2009) describes the intersection of 
matters of race and class as a paradox in order to explain the problematic 
relationships between some causes of discrimination and how these factors are 
actually reinforced by those whom they tend to work against. In these examples, 
paradox is not merely engaged as a problem to be solved , but more as a way of 
exposing problems, clarifying what seems inscrutable, and gaining insights that 
are not readily observed at the surface. 
I have noted that my intent in this project is to use paradoxical 
constructions to problematize and imagine in a richly contextual fashion, not to 
argue for a specific position or pedagogy, formulate a definitive "solution" to 
problems in jazz education, or prescribe a singular, uniform method for 
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confronting difficult issues in jazz education. Instead, I aim to use the paradoxical 
nature of certain jazz education issues as a lens through which to describe the 
problems and potentialities that can be illuminated through paradox. This goal 
has a direct bearing on how I have chosen to think through these paradoxes. 
That is to say that paradoxes may be tackled from different angles, and I have 
chosen an angle that, I think, best reflects the purposes of paradox in this 
particular study. 
Paradox and Dialectic 
Jorgensen (2001, 2003, 2005, 2006b) has proposed a dialectical strategy 
for music teachers. As she suggests, dialectic is a potential model of thinking for 
teachers faced with paradoxes. Jorgensen submits that teachers can benefit 
from a dialectical process in which the separate points are not resolved or 
dissolved, but held in tension with one another. The result is not either-or, 
neither-nor, or both-and, but "this-with-that" " (Yob 1996; Jorgensen 2003, 
2006b ). Unlike Hegelian dialectic (Hegel 1977), the endgame of this dialectic 
strategy is not to meld the advantages of distinct points and/or remove all 
disadvantages in pursuit of an idealized synthesis. Instead, the goal is to better 
understand the strengths and weaknesses of both in order to maximize strengths 
and curtail drawbacks, recognizing that there is a practical need for flexibility and 
adjustment-movement to and from, through and around, between and among 
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the points in question.9 A "this-with-that" dialectic acknowledges that "solutions" 
are temporary, situated, ever-changing; thus it abandons the attempt to come to 
a universal synthesis, and seeks shifting, reflexive practices that alternatively 
mitigate and draw out-not eliminate-tensions. As Sainsbury (2009, 24) 
observes, "Action often requires on-balance judgments," meaning that idealized 
positions must often be compromised if one is to move forward. The on-balance 
judgment of one person or another may be different as they emphasize different 
values, or one person's on-balance judgments may waver as situations evolve. 
This is the "eye of the paradox" in which music teachers work, carefully balancing 
opposing forces that both have value and both have detriment, are both 
indispensable yet seem incompatible (Bogdan 1998; Jorgensen 2003, 119; Freer 
2011, 175). 
This kind of dialectical thinking-one in which paradox and the ensuing 
complications are viewed not merely as problematic but as promising-has been 
discussed in recent management theory literature (Quinn and Cameron 1988; 
Clegg, da Cunha, and Pina e Cunha 2002; Smith and Lewis 2011 ). Clegg (2002) 
proposed a "relational dialectic" for organizational management in which 
"synthesis" is achieved in situ, the product of action within a specific context, 
rather than as a predesigned model that is created and implemented outside of 
the context of action (Clegg's analogy, an apt one for this study, is of the 
9. In this respect, Jorgensen's concept of dialectic seems very similar to Bakhitn's (1981) 
concept of dialogicism. However, an important distinction to make is that in dialogic thinking the 
concepts in dialogue are constantly altered by the dialogic process in a linear evolution; in 
Jorgensen's dialectic, the dialectical concepts remain intact as external factors. 
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difference between a written musical score and improvised jazz). Like 
Jorgensen's "this-with-that" dialectic, Clegg's relational dialectic maintains the 
integrity of the disparate forces held in dialectical tension, while searching for 
relationships between them (a Ia Jorgensen's "ground between") and not 
prescribing static, singular solutions. The paradoxes remain, but in every moment 
the actors are acting both in response to the paradox and acting upon it. 
Within music education, Freer (2011) suggests employing such a 
dialectical approach to the performance-pedagogy paradox of choral education. 
His examination of the paradox through multiple roles in which he has 
experienced it (university teacher, adjudicator, choral conductor, etc.) illuminates 
how context can color a paradox for those within it, leading them to different 
questions, problems, binds, and decision points. He frames the paradox as "a 
'both-and' duality where both positions are true," the response to which entails 
welcoming the inherent tensions of the paradox and continually striking the best 
balance in given situations (Freer 2011, 172). While Freer uses the "both-and" 
label for this dialectic, his description of the process as a thoughtful, fluid give 
and take between performance and pedagogy and negotiating the resultant 
tensions sounds strikingly like Jorgensen's "this-with-that." 
Essex (201 0) utilized a similar dialectical method to investigate the 
paradoxical question of why change occurs so slowly and subtly in music 
education despite constant calls for reform. Drawing on the work of Ferdinand 
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Tennies, Robert Wiebe, and John Dewey, Essex analyzes this paradox 10 through 
the "dialectic of modernization" as explained by these authors. Essex explains in 
her synthesis how Allsup's (2003b) "peaceful coexistence,"11 Greene's (1988) 
dialogical dialectic, and Reagan's (1991) "straddling" of binaries might offer 
general models for "reconciliation" of the facets of modernization that make 
change both desirable and necessary on the one hand, but difficult to accept and 
implement on the other. I intend to go a step further than Essex by actually 
applying such ideas of reconciliation, in the form of "this-with-that" synthesis, to 
imagine and describe examples of how such reconciliations might take place 
through teachers' reflexive practices. Again, such examples are not meant to be 
hard, prescriptive models, but demonstrations of "this-with-that" dialectic that will, 
I hope, give teachers better understanding of how the thought process (over and 
beyond the resultant conclusions and ideas I offer) might be useful to them. 
Describing a "this-with-that" dialectic is paradoxical in itself. Firstly, how 
does one have "this" with "that" when the two are incompatible, incongruent, and 
inconsistent? Jorgensen (2006b) uses a "dramatic metaphor" to describe how 
ideas in tension can "move together as actors on a stage."12 This analogy helps 
10. Essex does not explicitly characterize her question as a paradox, although it is clearly 
paradoxical. 
11. Allsup's use of this term is likely inspired by Derrida (1972, 41 ). 
12. Jorgensen's metaphor (2006b, 343-344): "This artistic metaphor conveys the image 
of two actors or dancers on the stage, interacting and engaging each other, one coming to the 
foreground and moving or speaking at one time while the other moves to the background. Now 
one is prominent, then the other is prominent. Now they are locked in debate or physical 
embrace, then they are distant and separate from one another. The stage is a space of dynamic 
movement and flux as the nature of the tension changes from time to time, now building in energy 
and vitality, then lapsing into calm and repose. The fact that there are two actors or dancers-
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us to visualize this-with-that as not a melding or merging, but as interaction: 
interaction not only between the concepts in tension, but also interaction between 
the person within the paradox and the points of tension with which that person is 
engaging dialectically. This-with-that cannot be understood solely as an 
abstraction; it must be conceived in metaphor or concrete, contextual 
applications in order to be fully understood, as it is not separable from situational 
processes. This is because it is not a fusion, but rather "a space of dynamic 
movement and flux" (2006b) that is dependent on the reflective (and sometimes 
improvisatory) decisions of in situ persons (in the case of this project, mainly 
teachers and-to a lesser degree-students in secondary school jazz education). 
Secondly, how can one describe a process as a model when "the 
advantages of this dialectical approach are its open-endedness, 
interconnectedness, and situatedness, allowing for multiple solutions to 
educational problems" (Jorgensen 2003, 13)? The challenge is to explain the 
process with enough detail to equip readers with the appropriate tools and how to 
use them, but without predetermining when, where, and on what to employ them. 
The goal then is not to be prescriptive, for that defies the benefits of this-with-that 
dialectic; rather, it falls on me to describe the process without codifying it, so as 
not to strip away its dynamism. This may be an impossible task if approached 
directly, but an indirect method could be useful. That is exactly the aim of this 
project; by applying "this-with-that" dialectical thinking to particular paradoxes in 
each interconnected yet disconnected from the other-complicates the situation. At some points, 
they seem to join or move as one." 
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jazz education, I hope to demonstrate a way that paradoxes might be negotiated 
locally by music educators, providing a concrete example that will, I hope, both 
illuminate the pertinent issues of jazz education directly, as well as the mode of 
thought this dialectic offers through less direct means (modeling). 
The ambiguity of this method notwithstanding, certain general aspects of 
the methodology in this study can be explained here. Each paradox is presented 
for analysis in separate chapters. I critically investigate the premises of each 
paradox, which includes identifying and testing assumptions, arguments, and 
appeals, and raising potential problems, merits and drawbacks. After critiquing 
each premise, I turn the focus to problematizing through the paradoxical 
framework; that is, I examine the challenges, complications, and binds produced 
by throwing the separate premises into combination, and how these paradoxes 
might manifest practically in secondary school jazz education. Put succinctly, in 
the analyses I describe the "this" and "that" which is at the heart of each paradox 
and the complications (the paradoxicality) of their coexistence. 
Procedures 
I began this study with questions about why, in such a wide world of music 
that we call "jazz," that which we call "jazz education" seems by comparison to be 
so specific and limited? If, as it is often said, one of the purposes of jazz 
education is to develop new audiences, why does jazz education seem more 
exclusive than inclusive (in its narrow prescription of what is "jazz" and its focus 
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on instrumental music participation)? Why do jazz education advocates insist that 
jazz education is important because it develops certain musicianship skills (e.g., 
improvisation), yet jazz education programs rarely seem to differ much from 
"traditional" school music ensembles like concert band, choir, or orchestra? The 
contradictory nature of these questions, along with my experiences as a middle 
school, high school, and college jazz band director (with a traditional music 
education degree but a non-academic jazz background) led me to ponder the 
idea of paradox. What causes paradoxes such as these? How do I, as a teacher, 
understand and work within paradoxes? Are paradoxes hopeless, no-win 
situations for teachers, or can we find something meaningful, positive, and even 
inspiring from the paradoxes we encounter in music education? 
I began to research the concept of paradox, and much of what I found-
while intriguing-did not seem especially pertinent. Paradox has been an area of 
interest since the classical philosophers, so I encountered a great deal of 
material, much of it arcane. However, the idea of dialectic as a method for 
working through paradoxes seemed promising. 13 This led me to investigate Kainz 
(1988), Taylor and Perry (2001 ), Wood and Conrad (1983), Cuhna and Clegg 
(2002), and especially Jorgensen (2001, 2005, 2006b), which all proved 
instructive in applying dialectical thinking to the paradoxes I had identified. 
Jorgensen's model was particularly attractive, not only because of its origins in 
music education philosophy and practice, but also in that it recognized the open-
13. The work of Hegel (1977), in particular, pointed me in this direction. 
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ended nature of paradoxes and embraced the idea of paradox as a tenable and 
even productive state of being for music educators. 
While I was able to sketch out a general model for analysis based on the 
above sources, undertaking the actual analyses proved tedious and sometimes 
frustrating, as working through each paradox was like untangling a bundle of 
knotty fishing line. Much of this business was creating distinctions, making 
clarifications, and bringing order to vague concepts and convoluted lines of 
thought, which was all the more challenging given that in many cases issues 
within and among the paradoxes tend to overlap, connect, and intertwine. 
Furthermore, as I examined and investigated the premises, assumptions, and 
arguments within each paradox, there was the additional challenge of grounding 
the research in the context of a dialectical model that was necessarily broad; this 
required alternatively allowing the inquiry and the model to inform each other 
throughout the process so that discoveries could be made while maintaining a 
degree of focus on the aims and objectives of this study-no easy task, as I 
learned that determining where to stop is often more difficult than determining 
where to start. 
My analysis of the first paradox, the shrinking/growing jazz tradition, 
began with investigating tradition as a philosophical construct to provide a 
background for understanding the different conceptions of jazz tradition within 
this paradox. This led me to understand traditions as value-laden constructs: they 
represent values, are manifestations of them, and also work to communicate and 
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maintain those values throughout changing times. This helped me to see the 
narratives of different jazz traditions as indicators of certain values, which could 
then be compared with claims and value statements surrounding secondary 
school jazz education to reveal inconsistencies, problems, and complexities. The 
questions that guided analysis throughout this chapter were: Why these values? 
To/for whom do they speak? How are they apparent? What are their effects? I 
sought then, to reveal the values that underpin concepts of jazz tradition in music 
education, and demonstrate that the surface struggle-which manifests itself in 
arguments about what jazz is or is not, and what jazz education is or is not-is 
rooted in value systems that can be problematic for jazz education. 
The analysis of the second paradox began with describing, generally, the 
practice of secondary school jazz education. My starting point for this research 
was my own experience as a teacher and adjudicator, having witnessed and 
instructed many jazz ensembles in various types 14 of public and private 
secondary schools. As in most research, then, I began with a "hunch," but 
needed to consult the available data. This led me to descriptive studies of 
secondary school jazz ensembles, curricular guides, and pedagogical texts to 
piece together a broad picture of what secondary school jazz education looks 
like. These resources prescribed what to teach, how to teach it, and the desired 
outcomes. This seemed problematic to me. To encapsulate this in one question: 
if improvisation is deemed so important, why does the curriculum emphasize 
14. For example, large and small student bodies; rural , urban and suburban settings; 
large and small music programs; competitive and noncompetitive programs; jazz as 
extracurricular and as curricular activities. 
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playing big band charts? What kinds of activities or settings do facilitate learning 
improvisation (and other "jazz" musicianship skills)? This launched some deep 
investigation into informal music making and learning, in which skills like 
improvisation, aural and oral learning, composition and arranging, and 
accompanying (all closely related musical skills) are prominent aspects. This led 
me to encounter the challenges of incorporating informal musicality in formal 
education (itself a seemingly paradoxical proposition) for teachers and students. 
The analysis of the final paradox began with an investigation of the 
premise that the jazz market is shrinking. This required research into what the 
jazz market is and if, in fact, the jazz market is shrinking. Likewise, it was 
necessary to determine what constitutes the jazz education industry, which led 
me to investigate the myriad ways that people profit from jazz education 
activities. This led me to consider who benefits from jazz education, and in what 
ways teachers and students might be susceptible to market activities that, in 
some cases, might be exploitative, and what-if any-relationship links the 
shrinking jazz market and the growing jazz industry. 
After analyzing these paradoxes, I explored "this-with-that" possibilities for 
the paradoxes in a concluding synthesis portion of the study. Having developed a 
rich understanding of each premise through the preceding analyses, it was 
possible to unpack the dialectical tensions within each paradox and construct 
examples of ways that teachers might encounter and respond to such tensions in 
secondary school jazz education. One goal was to describe the "ground 
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between" that is often obscured by (yet present within) paradox and how that can 
benefit teachers and students. This was accomplished by 1) imagining ways in 
which the valued aspects of competing premises can exist, coexist, overlap, 
dynamically alternate, and/or mutually enrich one another; 2) accounting for ways 
in which the detrimental aspects of competing premises can be minimized, and 
3) balancing the advantages and disadvantages of both premises, accounting for 
the long and short terms as well as the variability of goals and objectives based 
on different contexts and populations, and realizing that the competing premises 
need not always or never exist in their "pure" theoretical forms. Finally, potential 
for new pedagogical structures were imagined, with the realizations that 1) such 
changes may not always be viable or realistic due to economic and personnel 
limitations or the weight of tradition; 2) there is no single "best" pedagogical 
model that transcends time, place, culture, technology, etc., and 3) teachers will 
always find paradoxes in their profession, and it is perhaps more beneficial to 
learn how to manage paradox than to try and create non-paradoxical structures. 
The latter point was, after all, an impetus of this project, and a driver behind the 
choice to apply "this-with-that" dialectical thinking to paradox. 
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CHAPTER3: 
PARADOX #1: THE SHRINKING/GROWING JAZZ TRADITION 
Introduction 
I describe in this chapter the first of three paradoxes in secondary school 
jazz education, that of the shrinking/growing jazz tradition. I first examine 
"tradition" as a philosophical construct in order to explain how concepts of 
tradition are formed and how they shape institutional behaviors. How are 
traditions formed and how do they evolve? How do traditions represent, assert, 
transmit, and reflect values? How has jazz been subject to such forces? Next, I 
describe two competing views of jazz tradition-neoclassical and progressive-
and interrogate how each corresponds with and conflicts with values commonly 
claimed in secondary school jazz education literature. Some of the values 
expressed with regard to secondary school jazz education seem even to be in 
conflict with one another, such as creative exploration/codified standardization, 
multiculturalism/American exceptionalism, generating relevant musical 
experiences/preserving a musical practice and repertoire, democracy/deference 
to authority. I then explain how the neoclassical and progressive views of jazz 
tradition emphasize different values, and how the dominance of neoclassicism in 
secondary school jazz education has created an environment that is contrary to 
realizing some of the values that are purportedly part of jazz education-notably 
those of democracy and pluralism. Consequently, the shrinking jazz tradition of 
secondary schools makes it difficult for teachers and students to actualize certain 
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values that are thought to make jazz a distinctive musical practice pertinent to 
music education. 
Jazz musicians, audiences, scholars, students and those working in the 
business of music have all encountered notions of tradition surrounding the 
history, performance and discourse of jazz. Concepts of tradition have been used 
as both comforting and problematic concepts for the jazz community, in part 
because "tradition" is a nebulous term in jazz, despite its seeming omnipresence. 
Jazz tradition takes many forms, connotations and meanings, depending on 
one's role (professional musician, student, critic, consumer, etc.), generation, 
ethnic background, or even personal musical"tastes." This is further complicated 
by another looming idea in jazz-innovation-which can be viewed alternatively 
as an opposing or balancing force to tradition, or as an essential characteristic of 
jazz tradition. Add to these ingredients the various jazz "traditions" that have 
developed and continue to evolve around the globe, and it becomes apparent 
that "tradition" in jazz can be defined, described, debated in almost limitless 
ways. 15 
As more people in more places identify as part of the jazz community, the 
web of intertwining narratives of tradition becomes thicker, more tangled and 
more diverse. Nicholson (1995, 2005) describes the thriving, diverse jazz 
15. See, for example, the special issue of Jazz Research Journal, which focuses on jazz 
traditions from across the globe, with which the editors preface, "Over the course of the last 
century, jazz has been adopted, absorbed, rejected and transformed within different national 
settings. Histories of jazz around the globe offer complex, and at times contradictory, narratives 
that are shaped by social and political circumstances, urbanization and cultural change, and the 
workings of different national ideologies (Whyton and Tackley 2010)." 
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performance, education and marketplace outside of North America, particularly in 
Europe. He writes, " ... since the 1960s, there has been a gradual realization, 
more outside the United States than in it, that jazz does not have to be American, 
or even sound American, to be jazz. As jazz has spread around the world, it has 
acquired other histories in other countries" (Nicholson 2005, xii). In addition to 
these global developments, some musicians within North America who identify 
themselves largely with jazz continue to challenge notions of what should be 
considered "jazz" music. This continuous expansion and diversification of jazz is 
consistent with a concept of jazz tradition as a braid of distinct but intertwining 
strands of development. 
Despite this ever-growing scope of jazz tradition, however, American jazz 
education interprets tradition in a narrow, essentialist manner that restricts the 
definition and description of jazz to a rather limited scope. 16 The global 
development of jazz and the jazz music happening around the world are not part 
of the purview of most American jazz education, which safeguards a narrow 
canon of American masters, emphasizing those artists and styles that peaked 
during the 1940s-1960s (Tomlinson 2001 ). This is ironic, given that one of the 
first important rationales for including jazz in music education was its multicultural 
appeal, a rationale that is still sometimes invoked (Choate 1968; Volk 1998; 
Wagener 2009). These global"histories" of jazz are overlooked within secondary 
school jazz education, which derives much of its conception from assumptions 
16. Whyton (2006) and Nicholson (2005) note that American jazz education tends to be 
dominated by bebop conceptions of jazz, a relatively narrow understanding of jazz when one 
considers the global and historical stylistic spectrum of jazz. 
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(absolutist formalism, American exceptionalism, singularity of African-American 
culture, African/American possession of jazz) that dismiss or devalue much of 
historical and contemporary strands of jazz tradition from the outset. 
Globalization and rapidly improving technology have enabled sharing music and 
ideas quicker and easier; while jazz and jazz education in the United States 
remains insulated and retrospective, outside of the United States musicians, 
educators and listeners tend to be keyed into the various strains of development 
around the contemporary world (Nicholson 2005, 163-166). Ironically, then, while 
jazz is in many ways a growing tradition (of many expanding, overlapping 
traditions), American jazz education, especially at the secondary level, is a 
shrinking tradition to the degree to which it only acknowledges a narrowing 
historical, social and aesthetic narrative and a dwindling community of practice. 
This interpretation-widely known as neoclassicism 17-in turn influences what 
and how students learn, which has implications for jazz and music education 
beyond the classroom. 
This chapter describes two concepts of jazz tradition-neoclassicism and 
progressivism-18and the paradox that arises in secondary school jazz education 
from these disparate views about what it means (or should mean) to play, teach, 
and study jazz music. The purported values of secondary school jazz education 
proposed in pedagogy manuals, foundations texts and advocacy materials 
17. A term that has become relatively standard since used by Giddins (1985) 
18. A term I have chosen to use to describe concepts of jazz tradition that emphasize 
continuous evolution and hybridity as a major characteristic of jazz. The term "avant-garde," 
which is sometimes used to describe such a position , but can also be confused with a specific 
style of jazz music and is thus too limiting for my purposes here. 
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sometimes conflict with the neoclassical conception of jazz tradition that has 
shaped secondary school jazz education. The paradox, then, is multi-
dimensional: not only is the concept of tradition both shrinking and growing, the 
values professed as important to music education are sometimes inconsistent 
with the shrinking tradition and the way it manifests in secondary school jazz 
education practice. The neoclassical focus has resulted in jazz education that is 
built around preservation of a privileged tradition at the expense of helping 
students engage in jazz as a practice relevant to contemporary contexts. 
Technology enables more plentiful and sophisticated opportunities for personal 
musical agency, and musical hybridity and diversification continues. Amid this 
backdrop, the narrow jazz tradition currently found in American secondary and 
postsecondary schools creates tension between the values often claimed by jazz 
education and the values that are promoted in practice. 
It is necessary to consider the aims and purposes of secondary school 
jazz education and how concepts of jazz tradition may support or work against 
those aims and purposes. Since there are no real explicit statements about the 
aims and purposes of secondary school jazz education intended to guide music, 
these must be inferred from rationale statements, curricular guides, and 
pedagogy texts. For example, one of the leading secondary school jazz 
pedagogy texts clearly espouses a curatorial mission for jazz education: 
We as jazz music educators must be concerned with the training and 
nurturing of our future jazz artists and audiences. Some of our students 
may go on to become performers, a talented few may be composers or 
arrangers, and many will continue to play in small groups, community 
48 
organizations, church orchestras, or wherever. We always hope that 
those we teach will continue to be lifelong music-makers. Whether or not 
they keep up their performance abilities, however, we know they will in 
some way be music consumers in their adult lives. We must emphasize 
that they all can and should support jazz as an art form by attending live 
concerts, buying recordings, and encouraging its place in their 
communities ... The future of jazz in this country depends upon having 
educated and supportive audiences. (Dunscomb and Hill 2002, 12) 
The preservation of the jazz tradition is clearly an aim of jazz education, as it is 
held that without secondary school jazz ensembles, there will soon be no players 
or listeners to continue handing down the jazz tradition. 19 This is a position that 
assumes that: 1) jazz is music that requires an "educated" audience, as it is 
something that is not readily appreciated; 2) jazz is a "thing" that will not continue 
to exist if it does not exist within certain recognizable parameters of style; 3) 
there is a hierarchy that spans from "artists" down to "audiences," with a 
distinction made between "performers" and those who are amateur players in 
"small groups, community organizations, church orchestras, or whatever," and if 
people "can't keep up their performance abilities" they "can and should" remain 
loyal jazz consumers. 
This is evidence of what Mantie (2004) calls a "subject-centered" 
curriculum, in which the importance of jazz is held to be its supposed intrinsic 
value as a thing rather than its value as a practice to the students themselves or 
the communities served by schools. This educational emphasis on reified jazz is 
symbiotic with the neoclassical understanding of jazz tradition, which 
19. Audience building, which has been a particularly influential rationale for jazz 
education, is a topic which is examined closely in Chapter 5 of this study. The roots of the 
audience building rationale, however, are in a conservationist conception of jazz tradition that is 
examined in this chapter. 
49 
conceptualizes jazz in a way that falls easily into the structural and cultural 
grooves of American secondary schools. While this paradigm may serve a select 
few students (i.e., students who are happy to have any added musical challenge 
or activity, whatever the "style" or ensemble format), it is problematic in that it 
reinforces certain gender biases, oversimplifies and contorts racial narratives in 
jazz history (and consequently, American history), and imposes restrictive, 
limited notions of jazz tradition and how students should experience jazz (and 
music at large). 
What is "tradition"? 
The word "tradition" can be problematic because of the various 
connotations attached to it (Shils 1981, 12). The common use of the term implies 
things that are "handed down" from one generation to the next, things as 
concrete as physical artifacts or as potentially nebulous as collective 
interpretations of texts. When valued things or beliefs are handed down, there 
are often those who serve as guardians entrusted with their transmission or who 
serve as models for their successors (Shils 1981 , 13). Tradition, then, generally 
carries with it a sense of continuity as things are passed from one to another, but 
continuity should not necessarily be conflated with stasis, as change certainly 
can occur in the process of transmission and in the shifting contexts of time. For 
instance, Shils (1981, 14) is careful to point out that simply admiration or 
association with the past is not really the same as being part of a tradition 
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because there is not continuity; likewise, Prickett (2009, 21-22) notes that with 
such continuity comes the adaptation of the past to the present to varying 
degrees. 
Conceptions of tradition become more complex when one considers the 
balance between continuity and innovation. When an imbalance is perceived 
between these two poles, competing visions can develop by opposing groups 
who both claim a tradition. This can lead to ideological clashes in which 
"tradition" becomes a prescriptive rather than descriptive notion, and is cited as a 
warrant for authority in such matters (Phillips and Schochet 2004, x). This can 
happen when traditions are faced with "epistemological crises"-when that which 
has been handed down does not seem readily in sync, justifiable, or adaptable in 
the present; in the absence of sufficient innovation, those who wish to preserve a 
tradition often point to the authority of a tradition, presumably because of its 
precedence, as a justification for preservation (Prickett 2009, 18-22). However, 
this can easily lead to the conflation of continuity and stasis, and what 
Hobsbawm (1983) has called "invention of tradition," or the creation, repurposing, 
or misappropriation of traditional elements as a means of asserting ideological or 
political influence over others. So, while description of the concept of tradition is 
relatively simple-that which is handed down from one generation to the next-
the descriptions of particular traditions can sometimes be complex, as they can 
involve questions about ownership, interpretations of value (past and present), 
what is characteristically essential, and so on. Modern societies face these 
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questions frequently, since the pace of technological change is so quick and the 
influence of scientific skepticism is so strong (Phillips and Schochet 2004; 
Prickett 2009, 18-22). 
Jazz has been no stranger to existential debates surrounding questions of 
authenticity, ownership, balance between continuity and innovation, or if there is 
even a "jazz tradition" in the first place. People have disagreed about what 
should or should not be considered "jazz" practically since the word first 
appeared (DeVeaux 1991; Nisenson 1997). Such debates extend beyond the 
construction of academic, musicological definitions of jazz as a musical structure, 
because they also include arguments about the value and role of jazz and its 
constituent communities in society (including, of course, the music education 
community).20 Jazz is understood as more than just the various musical sounds 
with which it has been associated; it is also a nexus of symbols, referents, and 
meanings connected to those sounds and the people who surround them (Ake 
1998). Issues of race, musical style, technology, and creative process have all 
been influential in various ontological constructions of jazz (Uianov 1979; Levine 
1989; DeVeaux 1991; Gabbard 1995a; Ake 2002). As Chapman (2003, 8) wrote, 
"Jazz makes itself known as a tradition largely through its appearances-its 
spectral apparitions-in and through the dense networks of signifiers that are 
disseminated globally via contemporary information technology." These 
accumulated sounds, images, and ideas over decades are the data from which 
20. For examples, see L. Jones (1963), Williams (1970), Byrd (1972), Murray (1976), 
Levine (1989), DeVeaux (1991 ), Gabbard (1995a, 2008), Sands (1996), and Peretti (1997). 
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people construct historiographies of jazz. These historiographies may be formal, 
scholastic narratives, or more personal, mimetic constructions. Music education 
is influenced by such narratives and , in turn, helps to shape them (Prouty 2005; 
Whyton 2006; Prouty 201 0; Whyton 201 0). 
Consider as an example a construction of jazz tradition that became 
prominent in the 1980s. Albert Murray, a prominent author and black intellectual, 
was influential in the development of a narrative that interprets jazz through the 
lens of middle class, conservative African-American culture (Nisenson 1997; 
Porter 2002; Chapman 2003; Nicholson 2005). Murray's vision of African-
American life is one in which black Americans are neither victims nor radical 
rebels; rather, they are integrated members of the American mainstream, 
contributing to the cultural life of all Americans through a creative negotiation of 
their African and American heritages. Murray's vision acknowledges both the 
cultural memory of African-Americans, as well as the desire for African-
Americans to excel within the broader American (mainly white) societal 
institutions, such as the domains of education, business and politics. Murray saw 
in jazz the musical manifestation of his cultural philosophy: a high art that was 
testament to the ability of African-Americans to simultaneously maintain their 
African-American heritage while contributing to the intellectual and artistic life of 
mainstream America-being completely "American" without sacrificing salient 
features of African-American culture (Porter 2002). 
Jazz critic Stanley Crouch and trumpeter Wynton Marsalis have become 
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two influential figures in helping to popularize Murray's ideas within the jazz 
community. Marsalis, in particular, has been influential within jazz education 
circles because of his skill and success as a performer, as well as his 
engagement with students, educators, and policymakers through educational 
activities such as workshops, master classes, publication, and his position as 
artistic director of Jazz at Lincoln Center. Marsalis's involvement with or 
endorsement of events, institutions, teachers and publications is coveted 
amongst jazz educators for the sense of legitimacy it confers amongst educators 
and musicians alike. Marsalis's influence is great in jazz education, and this has 
contributed mightily to the widespread adoption of Murray's construction of jazz 
tradition within jazz education, as well as amongst performers, audiences, and 
historians (Marsalis 1995; Nisenson 1997; Ake 1998; Porter 2002; Chapman 
2003; Whyton 201 0). 
Marsalis is more than a champion of Murray's ideas about jazz: Porter 
(2002) and others (Nisenson 1997; Ake 1998; Nicholson 2005; Whyton 201 0) 
have explained that he also embodies them. The New Orleans-born son of a jazz 
musician, he is closely linked to the patriarchal mythos of Murray's jazz 
narrative-a legitimate heir to the jazz tradition. Marsalis studied music at 
Juilliard and was apprenticed by Art Blakey, connoting a sense of legitimacy 
within the American classical mainstream as well as within the jazz community. 
This training at one of the world's most prestigious schools of music and 
alongside one of the most respected jazz musicians also identifies Marsalis as 
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hard-working, determined and disciplined in the pursuit of musical excellence. 
Gram my awards for both classical and jazz recordings and a Pulitzer Prize, 
among many other recognitions, stand as proof of his contributions to American 
culture. Well-dressed and articulate (he juxtaposes down-home folksiness, jazz-
hipster parlance, and academic prose with seeming ease), Marsalis presents 
himself with a professional demeanor that suggests he is serious and successful, 
that he has come by his success earnestly. Marsalis is a black hero-he has 
reached the pinnacle of his field, and is recognized both as a great black man 
and a great American (Nisenson 1997; Ake 1998; Porter 2002; Nicholson 2005; 
Whyton 201 0). 
The Murray-Crouch-Marsalis concept of jazz tradition has been the 
subject of much debate within the world of jazz scholarship and criticism 
(Nisenson 1997; Ake 1998, 2002; Porter 2002; Chapman 2003; Nicholson 2005; 
Whyton 201 0). However, this concept has become a pillar of secondary school 
jazz education thinking, strongly influencing the values and practices of jazz in 
schools (Ake 2002; Friedwald and Taylor 2002; Porter 2002; Ake 2003; 
Chapman 2003; Whyton 201 0). Marsalis is widely viewed as one of the foremost 
authorities on jazz education, as can be seen not only in his numerous 
appearances at schools and universities, but in his contributions to the opening 
of major jazz education publications (MENC and IAJE 1996; Miles and Carter 
2007), frequent interviews and speaking engagements on jazz education 
(Jenkins 1998; Hurwitz 2001 ), and in his high profile position as Managing and 
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Artistic Director of Jazz at Lincoln Center, an organization that rates jazz 
education as a major part of its mission21 (Jazz at Lincoln Center 2012b). 
Murray's concept of jazz tradition, through Marsalis, has become tantamount to 
official position in secondary school jazz pedagogy,22 demonstrating how 
understandings of tradition can become powerful forces in the construction of 
values in music education. 
Jazz Tradition: A "Progressive" Reading 
The spirit of innovation is one element that has attracted people to jazz, 
but is also one of the characteristics that have made it difficult to clearly define 
where the jazz tradition begins and ends. To some, its persistent evolution is the 
very essence of jazz. Nisenson (1997, 25) posits that "innovation is such a key 
part of the true jazz tradition. It is flexible and open-ended enough so as to allow 
enormous change and yet still have a connection with its early history." One 
could easily take issue with Nisenson's description of this as the true jazz 
tradition, for the task of authenticating jazz-even through the emphasis on 
innovation-is actually an appeal to the authority of tradition in an effort to 
21. The music education element of JALC is especially evident in the Essentially 
Ellington program, which began with the publication of transcriptions of Duke Ellington big band 
compositions, primarily for the use of high school jazz bands. The program has since grown to 
include publications of other "classic" jazz big band transcriptions, as well as festivals, workshops, 
and clinics for students and educators. 
22. Demonstrated in major jazz pedagogy texts such as Jazz Pedagogy: The Jazz 
Educator's Handbook and Resource Guide (Dunscomb and Hill 2002), Teaching Music through 
Performance in Jazz (which features an opening chapter by Marsalis) (Miles and Carter 2007), 
Teaching Jazz: A Course of Study (MENC and IAJE 1996) and The Jazz Educators Handbook 
(Jarvis, Beach, and Wiest 2002). The absence of alternative views in secondary school jazz 
pedagogy texts is also telling. 
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validate his position while discrediting other interpretations of jazz tradition. Still, 
the position that innovation, change, and perpetual reclassification are a central 
thread connecting various forms of music we call "jazz" is a longstanding one 
(Nisenson 1997). This conception of jazz tradition enables some to consider the 
music of contemporary trumpeters Tashinori Kondo, Chris Botti, or Nils Petter 
Molvaer to be jazz just as much as music of "classic" players like Louis 
Armstrong, Dizzy Gillespie, and Don Cherry. 
The innovative emphasis in jazz tradition is also a reason that jazz has not 
only evolved over time, but has diffused globally as well. Gioia (1997, 6-7) 
describes jazz-era New Orleans as "an exotic mixture of European, Caribbean, 
African, and American elements [that] made Louisiana into perhaps the most 
seething ethnic melting pot that the nineteenth-century world could produce." 
Perhaps this characteristic enabled people outside of America to also find 
something both familiar and different in jazz, because it was soon embraced in 
Europe, Latin America , and eventually in Africa and Asia. In the twenty-first 
century, however, technology has exponentially multiplied and expedited this 
kind of cultural exchange; recordings have given musicians worldwide access to 
music from the past as well as the present from any corner of the world, while 
computer and internet technologies have made the accessibility instantaneous 
and often low-cost, while social media has established an abundance of 
networking, marketing, and learning opportunities with political borders and 
geographical distance providing little obstacle. 
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It should be no surprise then, that one can speak of jazz traditions in 
places like Italy, Thailand, Nigeria, and Panama as strands within the braid of 
"the" jazz tradition , where jazz musicians no longer seek validation by focusing 
their efforts on replicating "authentic" (i.e. , American-sounding) jazz. Certainly 
musicians from outside the United States have become accomplished jazz 
musicians within the American mainstream style, but many are also discovering a 
different form of authenticity in jazz music that comes from rerouting the history 
and tradition(s) of jazz (American and not) through their own personal 
experiences and cultural backgrounds. African musician Kofi Ghanaba/Guy 
Warren describes his experience this way: 
I said to myself "Guy, you can never play like Gene Krupa, Max 
Roach or Louis Bellson, they have a different culture and they can 
never play like you." So I had to make the choice of being a poor 
imitation of Buddy Rich or play something they couldn't. I could play 
jazz well, but I possessed something that nobody else had. So I 
started to play African music with a little bit of jazz thrown in, not 
jazz with a little African thrown in. (Collins 1987, 188-189) 
Exactly where "jazz" ends and some other fusion begins is anyone's guess, but 
that is not of much importance to those who consider jazz more of a doing than a 
thing that is to be done. Some of the most revered "jazz" musicians-Armstrong, 
Ellington, Parker, Mingus, Davis-were reluctant to call themselves such, as they 
were more interested in creating their own musical signatures than creating 
music that fit a preconceived label (Nisenson 1997, 26-27). This makes for a 
frustrating "definition" of jazz, because it is difficult-maybe impossible-to pin 
down what is or is not jazz. However, the advantage to this concept is that it 
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allows multiple points of view to be included, like a novel that tells each chapter 
of the story through the perspective of a different character. "The jazz tradition" 
comes to mean "the web of jazz traditions," a web that continues to be woven. 
Jazz Tradition: A "Neoclassical" Reading 
Jazz is often valued both for its innovation and for its connection to the 
past, which can result in binaristic conceptions of jazz (Prouty 2002). Jazz is 
often framed in a dichotomous way,23 which sets up extreme ontological 
positions, pitting those who claim jazz must be mainly progressive against those 
who claim that jazz must be mainly retrospective. This latter perspective has 
come to be known as "neoclassicism," a view that places firm boundaries 
between what is considered jazz and what is not based on conformity to certain 
absolute aesthetic, social and historical values. Neoclassicists hold to an 
essentialist view of jazz as a musical genre, locating the structural essence of the 
music in the salient concepts of swing and blues, as described in writings of 
Albert Murray (Nisenson 1997; Porter 2002; Nicholson 2005). The importance of 
such a distinction for neoclassicists is largely to consecrate jazz, which they 
perceive to be a "high art" music, placing it above popular music, which they 
perceive merely as banal entertainment, even cultural decadence. Neoclassicists 
also position jazz as an (or perhaps the) American and/or African-American 
counterpart to Western classical music: a high art tradition comprised of a 
23. Versus, e.g., polarities or simultaneities. 
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(limited) variety of historical sub-styles, pillared by genius artists and certain 
masterpieces (in the form of recorded performances as well as compositions) 
(Nisenson 1997; Ake 1998; Porter 2002; Chapman 2003; Whyton 201 0). Wynton 
Marsalis, a major figure in the neoclassical movement, has gone so far as to 
describe jazz as the "highest rendition of individual emotion in the history of 
Western music" (Porter 2002). 
Jazz has been frequently (conveniently?) described as "America's 
Classical Music," 24 a moniker that is influenced by neoclassical ideas about jazz, 
and has also become a neoclassical motto. The development of a museum 
culture around jazz is strikingly similar to that which has developed around 
Western classical music (Goehr 1992; McMillan 1999; Chapman 2003; Wilf 
201 0). Just as classical soloists and orchestras continue to churn out 
performances and recordings of old "warhorses" of the classical repertoire, many 
jazz musicians continue to perform and record jazz standards and tunes from the 
so-called "Great American Songbook," as well as homage a~d tribute concerts, 
bands, compositions and albums to the heroic figures of jazz. Jazz repertory 
orchestras reviving the music of Fletcher Henderson or Don Redman or Stan 
Kenton are the jazz counterpart to the "historically informed performance" groups 
of the classical world that specialize in medieval, renaissance, or baroque music 
(Chapman 2003). The antipathy in classical music circles about newer music is 
mirrored by jazz neoclassicists' lack of enthusiasm for free, fusion and 
24. A term derived from Sales (1984) and amplified in jazz education by Taylor (1986), it 
is now ubiquitous. 
60 
experimental forms (Nisenson 1997). 
Jazz has long had its "moldy figs"-those who persist in an earlier style 
while others bend an ear toward new developments. Jazz artists, after all, have 
sometimes outlived the mainstream popularity of the style for which they became 
known (Louis Armstrong is an example). Neoclassicism, however, is different 
from mere "old-fashionedness" in an important way, because the matter is not 
solely an argument surrounding taste. The heart of the issue is not so much the 
stylistic parameters themselves, but the imposition of such parameters as 
universal standards. Chapman (2003, 129) writes that neoclassicism is rooted in 
"the perception of jazz performances not as dynamic processes but as 
autonomous works of art," and Nicholson (2005, 7) describes it as "narrowing 
and refining the range of sonority rather than expanding it." Neoclassicism shifts 
the emphasis of jazz as an active, organic enterprise to a static, object-centered 
aesthetic. The idea of a jazz tradition, within neoclassical thinking, is very object-
laden, reliant on standard repertoire, riffs, instruments, and grooves as familiar 
landmarks along the route of the tradition. What counts as jazz in the 
neoclassical context is music that makes adequate use of such referents. A more 
contemporary sound, for instance, might gain legitimacy amongst neoclassicists 
as part of the j~zz tradition if it is applied in the context of re-imagining a well-
known standard, while an original composition is more likely to be embraced by 
neoclassicists if it is in a style clearly reminiscent of pre-1960s jazz. The 
exclusivity of neoclassicism can be summarized, "If you're not in the mainstream, 
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then to some you're not even playing jazz" (Friedwald and Taylor 2002, 12), 
"mainstream" referring to the overlapping cluster of styles that are agreeable to 
neoclassicists. 
It is noteworthy that neoclassicists are interested in the jazz tradition; the 
is an important word when framing the neoclassical viewpoint, because it points 
to a prescriptive concept of tradition. Jazz can, alternatively, be understood as a 
collection of intertwined traditions, in which varying points of view and interests 
overlap or diverge. One gains a less clear yet more complete picture of jazz as 
multiple strands of tradition are acknowledged (Levine 1989; Gabbard 1995a; 
Nisenson 1997; Ake 1998, 2002; Porter 2002; Chapman 2003). 
Neoclassicism in jazz has also been linked to neoconservative cultural 
values. Particularly, Wynton Marsalis's musical style and public persona 
emphasize themes of diligence, hard work, loyalty and responsibility as much as 
they represent notions of musical purism (Nisenson 1997; Porter 2002; Chapman 
2003; Whyton 201 0). The depiction of jazz as music of "bourgeois affluence, 
patriarchal authority and traditional morality" (Chapman 2003, 59) that Marsalis 
epitomizes is in tandem with the concept of jazz as America's classical music. 
There is a certain esoteric sensibility about what it means to be part of the 
neoclassical jazz tradition. Musicians must meet the technical demands of a 
polished, professional virtuoso, as well as demonstrate theoretical proficiency 
and historical awareness. These skills do not come without sustained effort, 
discipline, perseverance and formal or informal study. Porter (2002, 297), 
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explaining Albert Murray's understanding of improvisational skill, writes, 
"Spontaneous expression is thus a 'conditioned reflex' that is the 'end product of 
discipline, or in a word, 'training'." The neoclassical understanding of the great 
jazz musician as a product of personal integrity and hard work creates tension 
with mythic-Romantic notions of inspiration (Porter 2002; Chapman 2003; 
Nicholson 2005; Whyton 201 0). The dichotomy emerges between views that 
great jazz musicians are born, not made, versus the position that "if it can be 
analyzed, it can be taught" (Prouty 2002, 98). 
Coltrane is an interesting figure in this respect, as he is an icon for both 
neoclassicists and non-traditionalists, but for quite different reasons (Ake 1998). 
Neoclassicists see little mystery to the legendary saxophonist's musical success, 
praising his reputation as a tireless practicer and student of theory (qualities 
especially evident in his earlier music), while non-traditionalists relish the mystery 
of Coltrane's seemingly transcendent, spiritual performances (highlighted in his 
later music). The question of which Coltrane is the real one can be answered 
from a variety of vantage points, and can be seen as microcosmic of the question 
of which jazz is real jazz. Neoclassicists prefer Coltrane the hard working 
technician over the genius visionary, the Coltrane of Giant Steps over the 
Coltrane of Ascension. 
Neoclassicism has become the lens through which institutional jazz 
education in the United States views the world of jazz (Dobbins 1998; Beale 
2001; Prouty 2002; Ake 2003; Nicholson 2005; Prouty 2005; Whyton 2006, 
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201 0), creating a paradoxical shrinking American jazz education tradition amidst 
a globally expanding jazz tradition. Ake (1998, 162-163) explains the potential 
power of educational institutions to shape the future of jazz: "Such issues are not 
without consequence; they affect what kinds of music jazz students will value as 
they make their way into the world as players, listeners and teachers, ultimately 
influencing what they and others hear as 'good jazz' and even what counts as 
'jazz' at all." Critiques of neoclassicism from the perspective of critics and 
musicologists are plentiful (DeVeaux 1991; Gabbard 1995a, 1995b, 1996; 
Nisenson 1997; Peretti 1997; Ake 1998; Friedwald and Taylor 2002; Porter 2002; 
Chapman 2003; Nicholson 2005; Whyton 201 0); likewise, the influence of 
neoclassicism in postsecondary school jazz study is also well documented 
(Dobbins 1998; Beale 2001; Tomlinson 2001; Ake 2003; Nicholson 2005; Prouty 
2005; Whyton 2006; Prouty 201 0; Wilf 201 0). However, in the context of this 
study it is necessary to examine the nature of neoclassicism in secondary school 
jazz education specifically, and how this concept of jazz tradition informs 
secondary school jazz education, the benefits associated with it, and the ensuing 
problems. 
Neoclassicism and jazz education 
Neoclassical ideas are abundant in secondary school jazz education, as 
evidenced in some of the most popular jazz pedagogy texts (Baker 1979; Lawn 
1995; MENC and IAJE 1996; Steinel; Dunscomb and Hill 2002; Jarvis, Beach, 
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and Wiest 2002; Miles and Carter 2007), school curricula25 and statements by 
music education organizations (Webb 2008, 201 0; Thelonius Monk Institute of 
Jazz 2012). The alignment with neoclassical views begins with the acceptance of 
a single, linear historical narrative of jazz that treats it as an evolutionary 
development from primitive or folk status to high art. Dunscombe and Hill (2002, 
297) give a tidy summation of jazz history that ends with this happy ending to the 
rags-to-riches tale of jazz development: "By the early 1990s, there was no longer 
any doubt about the validity of jazz as America's original art form or the 
importance of its place in music education." The authors also make explicit 
comparisons of jazz's historical saga to that of Western art music: " ... jazz 
parallels the orchestral field where the richness of the proven 'classic' literature 
contrasts with the more recent compositions. While the classic literature has 
proven [sic] the test of time, many of the more recent compositions will soon 
become classics as well" (Dunscomb and Hill 2002, 162). The assumption that all 
music follows an evolutionary path that can be pieced together in hindsight from 
the evidence of great works is clearly on display. Following from this 
understanding of jazz as having evolved into a high art music is the elitist 
separation of jazz from popular (read: less worthy) music. Dunscombe and Hill 
(2002, 13), in their prominent jazz pedagogy text, tellingly criticize some big 
bands of the 1930s-40s as being "more about entertainment than music," and 
although they do not describe what this means, the impression is that musical 
25. For example, see Mantie's (2004) critique of the Manitoba secondary school jazz 
curriculum, which is modeled after Teaching Jazz: A Course of Study (MENC and IAJE 1996) and 
could be considered standard practice for secondary schools in the United States and Canada. 
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integrity was sacrificed for commercial success. They also caution educators 
against feeding students the empty calories of popular music: 
A large number of charts are published each year that have very little 
educational value; most of these fall into a category of pop music or 'why 
do we need an arrangement of this?' ... Although we understand the need 
to purchase a nominal amount of pop music, using a steady diet of such 
material is simply an unacceptable educational practice ... We must not 
lose sight of the goal of the jazz program: to have our group play jazz-
America's classical music. (Dunscomb and Hill 2002, 162) 
Statements such as this reveal the way jazz and popular music tend to be 
positioned hierarchically and in opposition to one another in music education. 
Dunscombe and Hill also strongly identify with the American-ness of jazz, 
referring to jazz several times throughout their text as "America's classical 
music," and citing this characteristic as one of the most important rationales for 
including jazz in American schools: 
Many believe that America's most significant and original contribution to 
the world of music is jazz. Although it is important that music programs 
include the music of many cultures in their selection process, it is 
essential that we also include the music of our own culture-and that 
music, in my mind, is jazz. (Dunscomb and Hill 2002, 9) 
Such a position is an extraordinary reversal of some earlier arguments against 
including jazz in music education-which positioned jazz as un-American or anti-
American-and some of the mid-century rationales in favor of including jazz in 
schools based on an understanding of jazz as a multicultural music (Volk 1998; 
Mark and Gary 1999). This demonstrates one of the ways in which jazz 
education (particularly under the auspices of organizations like National 
Association for Music Education-formerly Music Educators National 
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Conference-and the now defunct International Association for Jazz Education) 
has found in neoclassicism its voice for advocacy. The very present and future of 
jazz have been tied to the place of jazz education within the neoclassical 
historiography; Dunscomb and Hill claim that the young lions "have gone through 
public schools/colleges/universities and made their mark on jazz history" (2002, 
9), and plainly assert that the future of jazz depends on the success of jazz 
programs in schools (2002, 151 ). 
The neoclassical understanding of jazz as a high art music is apparent in 
the historical narrative of jazz and jazz education in academic circles, and with 
that comes the adoption of the formalist aesthetic values of Western classical 
music. This means an object-centered understanding of music as a collection of 
"works," whose characteristics are evaluated against certain standards that are 
regarded as universal (Bowman 1991; Goehr 1992; Detels 1994 ). This is 
problematic because the aesthetic values of classical music tradition differ from 
those of jazz tradition, meaning that in order to accept this paradigm one must 
acknowledge that the "universal" standards of classical music are different from 
the "universal" standards of jazz music, but yet just as good. This is murky, 
because neoclassicists want to claim jazz shares many of the same aesthetic 
values of classical music on the one hand-which they consider universals-
while also holding that jazz possesses unique characteristics and values (Elliott 
1983; MENC and IAJE 1996). What results is a "classicized" version of jazz, in 
which classical standards of form, tone, and expression are influential in creating, 
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evaluating and instructing jazz. Thus, the term "America's Classical Music" 
connotes more than just the relative importance of jazz as an art in America; it 
also connects jazz to the cultural history and aesthetic heritage of classical music 
(Taylor 1986). 
This neoclassical aesthetic absolutism is prominent in jazz education at all 
levels, and is the genesis of exclusivity standards26 that lead jazz educators to 
concerns over whether or not their students' repertoire is jazz enough to be of 
educational value. This aesthetic position is the guiding light of canon formation, 
and why neoclassicists consider early Coltrane genius but late Coltrane 
suspicious, bop Miles the apex of art and pop/rock Miles the apex of 
commercialism. It also helps validate the argument that jazz is an "important" 
music that belongs at the fore of music education (Kuzmich and Bash 1984, 5-8; 
Engelke 1996; MENC and IAJE 1996; Dobbins 1998; Dunscomb and Hill 2002; 
Jarvis, Beach, and Wiest 2002; Nicholson 2005; Prouty 2005; Miles and Carter 
2007). It is ironic that the same arguments made in the early twentieth century 
against the inclusion of jazz in schools (Dallin 1958; Feldman 1964) have been 
turned on their heads and appropriated by music educators in favor of jazz in 
schools, and some of the characteristics of jazz that were once criticized as 
inappropriate for music education have been repurposed as some of its key 
educational assets (Wilt 2010, 140). This turnaround in institutional music 
education became possible as jazz became "classicized," not through 
26. Wilf (201 0) describes this as "subtractive standardization"-codification by deciding 
what should be left out rather than by what should be included, a subtle but important distinction. 
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acceptance of a jazz aesthetic that is qualitatively distinct from classical music, 
but rather by accepting jazz in forms that were compatible with the existing 
school music paradigm (Ake 1998; Walser 1999; Bowman 2004; Gatien 2009). 
The jazz most embraced by neoclassicists is, consequently, that which 1) 
can be most clearly understood through conventional formal analysis, and 2) 
most clearly demonstrates a sense of complexity, sophistication and virtuosity. 
Bebop and its immediate predecessors and successors seem to fit this bill, and 
are the stylistic and historical focal point of neoclassical artists and scholars, as 
well as jazz education programs at all levels. Bebop's formal clarity, harmonic 
sophistication, textural simplicity, relative rhythmic and timbral regularity, and 
melodic emphasis make it perhaps the most "explainable, categorizable, 
analyzable" (Levine 1995)-and thereby the most "teachable"-representation of 
jazz (Ake 1998; Prouty 2002; Nicholson 2005; Gatien 2009). This music also 
translates well to the big band idiom-of which there is a plentitude of repertoire 
in this style aimed at secondary school ensembles-and largely corresponds with 
the classical style of music training that dominates schools and universities (Nettl 
1995). The comparison can once again be made between neoclassical jazz and 
institutionalized classical music: the music that is the most "explainable" using 
existing academic means (music of the so-called common practice period, and to 
a lesser extent serialism) is the music given the most attention and is accorded 
most legitimacy by academic institutions. Stravinsky beats Varese, Vivaldi trumps 
Biber, Brahms over Scriabin, and the overall span from Bach to Brahms is 
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emphasized while the medieval and especially "new" music is glossed over. In 
the jazz education context, the golden age is Parker to (but not through) 
Coltrane; Armstrong and Ellington are revered but anachronistic, while 
developments after 1965 are barely acknowledged.27 This is demonstrated in 
textbooks and curricula, as well as popular media (i.e., Ken Burns's Jazz 
documentary film), recording anthologies, and the repertoire, instrumentation, 
and stylistic choices of neoclassically influenced jazz artists. 
Jazz Neoclassicism and Music Education as Aesthetic Education 
Another reason the neoclassical aesthetic position has found a home in 
jazz education is that it aligns well with the prevailing aesthetic education 
philosophy of the mid-late twentieth century, particularly as articulated by Bennett 
Reimer (1989). This is stated very plainly in one of MENC's major statements on 
jazz education, Teaching Jazz: A Course of Study, which reads, "Jazz can and 
should be taught as aesthetic education," and "Aesthetics texts such as those by 
Meyer, Langer, and Reimer should be examined with the intention of applying 
aesthetic concepts to jazz and jazz-related music ... Jazz education must 
articulate a clear and precise philosophy based on aesthetic values of jazz. The 
aim of jazz education should be to develop in students a sensitivity to the 
expressive qualities of jazz as well as to provide opportunities for musical growth 
27. Ake (2002) has observed this, pointing to the exclusion of Louis Jordan in the canon 
of jazz greats as an important example of how jazz historians have "patrolled the borders" of jazz. 
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through creating, performing, and perceiving jazz" (1996, 1 ).28 Tucking jazz 
under the umbrella of aesthetic education gives further political strength to the 
jazz education movement within the broader music education community, and 
deflects the need to generate different rationales, purposes, and objectives for 
jazz in music education distinct from those of classical music. MENC and IAJE 
have endorsed arguments in favor of finding ways to incorporate jazz within the 
aesthetic education model, and various authors have attempted to do so (Brown 
1981; Elliott 1983; Tracy 1989; Engelke 1996). 
Aesthetic education, like neoclassicism, tends to critique musical 
structures (works) from a universal (read: Western) rubric of aesthetic and social 
values (Bowman 1991 ; Detels 1994 ). This allows for selective, ex post facto 
attribution of certain institutional values to jazz, such as discipl ined work ethic in 
pursuit of virtuosity of technique, personal responsibility, and deference to 
tradition in this context, which align well with traditional performance-based 
school music programs (band, orchestra, choir).29 Dunscomb and Hill (2002) hold 
that students develop these character qualities and musical skills through 
participation in secondary school jazz performing groups. They assert that jazz 
experience not only gives rise to creative, entertaining experiences, but also to 
28. Teaching Jazz draws heavily from Elliott's (1983) dissertation, in which Elliott 
proposed criteria for aesthetic values distinctive to jazz that would enable jazz education to work 
more convincingly within the philosophical framework of music education as aesthetic education. 
Ironically, Elliott's Music Matters (1995)-in which Elliott famously criticizes music education as 
aesthetic education and proposes a "new philosophy"-was published just before Teaching Jazz. 
29. This has a Platonic flavor, as the critiques often take a moralistic tone regarding the 
beneficial and "dangerous" affects of certain kinds of music. Ironically, this point of view has 
enabled both negative and positive views of jazz in music education. 
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the habits of mind that contribute to success in the industrial world, such as 
imagination, appreciation, expression, excellence/self-control/cooperation, 
diversity/tolerance, workplace thinkers, better study habits. They argue that jazz 
students develop stronger musicianship than students in traditional (classical) 
ensembles, and that they learn greater responsibility. Such claims are not out of 
the ordinary (e.g., see MENC and IAJE 1996; Dunscomb and Hill 2002; Jarvis, 
Beach, and Wiest 2002; Miles and Carter 2007). They do not explain why or how 
this occurs, or why jazz is the corollary link; the implication seems to be that such 
characteristics are gleaned by osmosis, as they are inherent qualities in the 
music itself. Perhaps the relationship between these character qualities and 
musical skills stems from a neoclassical definition of jazz as a virtuosic music, 
not easily apprehended, removed from the everyday world; or, perhaps the 
definition of what counts as jazz is shaped by standards of behavior more in line 
with institutional education and/or Western classical music social norms (Whyton 
2006). For instance, schools were once reluctant to include jazz in their curricula 
because of the belief that jazz was not the product of "discipline and serious 
music study" (Prouty 2002); now, jazz is held up in many academic circles as the 
epitome of disciplined, serious musical study (Dunscomb and Hill 2002). At issue 
here is not whether or not one must expend much effort and dedication to 
become a good jazz musician-to perform any music at a high level requires 
commitment, time and practice. Rather, the issue is the form that this 
commitment, time and practice takes, with the formal path of institutional music 
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education regarded as the legitimate method (Gatien 2009). Jazz became 
respectable when, to pass muster, jazz musicians had to practice scales, pass 
pencil-and-paper theory tests, read music proficiently, and obtain four-year 
degrees from prominent higher education institutions. 
The neoclassical mindset in jazz has benefited jazz education in certain 
ways. The emphasis on conservative social values, formalist aesthetic values, 
and a standardized historiography have contributed to the academic acceptance 
and political success of jazz within academic music programs (Luty 1982a, 
1982b; Mark 1987; Prouty 1989; Engelke 1996; Mark and Gary 1999). Jazz 
ensembles have become symbolic of musical achievement, responsibility, and 
dedication in many secondary schools (Barr 197 4; Ferriano 1975a; Keezer 1996; 
MENC and IAJE 1996; Jenkins 1998; Dunscomb and Hill 2002). There can also 
be little doubt that students have gained a great sense of enjoyment and 
satisfaction from participating in secondary school jazz ensembles, given that 
they are often elective or extracurricular groups that require a certain amount of 
sacrifice and extra effort in order to be involved (Keezer 1996; Dunscomb and 
Hill 2002; Goodrich 2005; West 2011 ). It is certainly likely that this added musical 
challenge, a slightly greater level of autonomy than in "concert" ensembles, and 
sense of belonging is part of the appeal. Jazz ensembles often have utilitarian 
benefits as well, giving schools a showcase group that has broader audience 
appeal (i.e., is entertaining), easily facilitates featuring outstanding students, and 
is more logistically manageable than a large concert group (Dunscomb and Hill 
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2002). The standardization of styles, historical accounts, and explanations of 
structure that emerged within neoclassicism certainly made school instruction of 
jazz possible and even effective in many respects; after all, a certain level of 
sequentialization and codification is necessary to schooling. The simultaneous 
emergence of jazz as an academic music and the neoclassical movement in jazz 
outside of institutionalized education have been mutually reinforcing, and while it 
is difficult to pinpoint which begat which, it is fair to say that the neoclassical 
understanding of jazz has enabled jazz education, especially at the secondary 
level (Ake 1998; Nicholson 2005), so any benefit to students, teachers, schools, 
communities and professional jazz musicians that are seen from jazz education 
must recognize the role of neoclassicism in enabling jazz education as a 
movement. Certain problems, however, also have arisen from the institutional-
neoclassical model of jazz education, particularly with respect to clashing values, 
which are described below. 
Traditions as value meters 
I have sketched out above two contrasting conceptualizations of jazz 
tradition-one "shrinking" and one "growing" with respect to how they define what 
jazz is and how to know, understand and appreciate it. These traditions each 
embody certain values, which are formative influences but which they also 
transmit to the world around them. The beliefs embedded in these traditions 
guide the theory and practice of their constituents. In the case of music 
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education, concepts of tradition can both be indicative of the values of music 
education institutions and also powerful social constructions that influence what 
music is included in schools, the manner in which music education is undertaken, 
and who is included or excluded (Habe 2009). The values for which jazz is often 
justified in music education30 do not always coincide with the values embedded in 
the shrinking concept of jazz tradition that is at the core of secondary school jazz 
education theory and practice. Here is where the contrasting concepts of tradition 
(shrinking/growing) become a paradox for music educators: music educators (if 
they accept the values claimed by institutional jazz education as important to 
their work as teachers) are in the uncomfortable position of operating under a 
conceptual and practical paradigm that at worst works against the values they 
seek to promote, and at best promotes conflicting values. 
Democracy and Jazz Education 
One of the characteristics cited in jazz literature (Porter 2002, 308-313; 
Marsalis and Ward 2008) and jazz education literature (Prouty 2008, 1 0) as a 
value of jazz relative to music education is democracy. This is because 
musicians supposedly work together in egalitarian, collaborative, cooperative 
fashion to make music. This does not mean the subsumption of individual 
identities, but that unique voices are valued for their contributions to the group 
sound, and the responsibility of each member is to bring that individuality to bear 
30. For example, jazz is often hailed for its democratic elements, being exemplary of 
American pluralism, and for its creative aspects, points that will be attended to in turn. The 
concept of jazz as an especially creative form of music making is addressed in Chapter 4. 
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in a way that also respects the individuality of others (Marsalis and Ward 2008). 
Examples of this include choosing songs to play (historically, many steady 
working groups have expected and encouraged all of the members-not just the 
"leader"-to contribute their own compositions, arrangements, or other ideas to 
the group's performing repertoire), assuming different roles at various points in a 
performance (soloist, ensemble player, accompanist, dialogical foil, conductor, 
even exhorter), and being open and responsive to the creative input of each 
member in real time, while also providing one's own creative input. This 
resonates with common "American" values such as individualism, diversity, and 
equality (e pluribus unum)31 as well as providing an historical-cultural foundation 
for positioning jazz as the central musical expression of America (Porter 2002). 
Allsup (2003a) notes that the practices that foster democratic music making 
are those in which "power is negotiated through shared decision making." Shared 
decision making connotes more than just token attempts to offer students 
choices (often with little meaning/consequence), which is in itself a reminder of 
the imbalance of power between teacher and students. Rather, it regards choice 
as endemic in learning and music making, that all parties involved have the 
opportunity to be heard, and that decision making is collaborative. Democratic 
experiences require "acts of reciprocity and caring" (Allsup 2003a), the 
recognition that some might know more than others stands alongside the 
31. Gould (2008) describes how "liberal democracy" as a western cultural and political 
institution is hegemonic and should be distinguished from the idealized concept of democracy 
that, presumably, make democracy a desirable value of music education. See also Woodford 
(2009). 
76 
recognition that everyone knows something of value, and the nature of each 
person's experience is an important facet of the total group experience (Allsup 
2004 ). Democracy implies, then, a constant balancing of individual and group 
interests, with the understanding that the two are related and integral, in a 
process that could be described as "community-in-the-making" (Allsup 2003a, 
2004 ). These democratic elements might be considered principles that are a pre-
requisite for establishing "communities of practice" (Wenger 1998), or groups 
who self-organize around common and collective interests in order to accomplish 
collective as well as personal goals. 
Jazz musicians have a long history of working and learning together in a 
democratic way-a point oversimplified by neoclassicists and in jazz 
education32-yet democratic values have not so naturally transferred to 
secondary school jazz education in practice. The format of formal school music 
instruction tends to be "authority-based" rather than democratic (Allsup 2003a, 
2004; Allsup and Benedict 2008; Prouty 2008). As noted earlier, concepts of 
tradition are often used to impose principles and exert power (Shils 1981; Phillips 
and Schochet 2004; Prickett 2009); institutional education draws power from the 
authority-based tradition, which disables the student-performers while 
empowering the teachers and the historical-cultural narrative that they represent 
(Prouty 2008). The neoclassical conception of tradition provides an 
32. See especially Sehgal's (2008) Jazzocracy, a trope of the Murray-Crouch-Marsalis 
doctrine, which describes jazz as a microcosm of American culture, politics , and history. Marsalis 
(2008) also stretches the democracy metaphor, often conflating collaboration or populism with 
democracy. 
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understanding of jazz that is compatible with the cultural mainstream of 
institutional music education (Small 1987; Porter 2002; Bowman 2004; Gatien 
2009). The upshot of this is a shift in power-from performing musician to 
composer, dynamic understanding of music to a fixed understanding, and from a 
community of practice to a teacher-that strips jazz education of the democratic 
qualities which are believed by many to be an important value that jazz can 
embody, represent, and catalyze in music education33 (Prouty 2008). The 
introduction of jazz into academic environments (schools and universities) 
perhaps had greater affect on jazz than on music education: jazz practices and 
concepts that largely conformed to those of the academic world were preserved, 
while those that did not were either altered or ignored (Bowman 2004, 30). The 
democratic aspects of jazz which did not integrate well into the authority-based 
academic tradition are, consequently, largely absent from secondary school jazz 
education (which is hardly distinguishable from "classical" music education) 
(Beale 2000) despite the positioning of democracy as a value-added virtue of 
jazz education in music education discourse. 
What might democratic jazz education look like? Allsup (2004, 220) lists 
specific characteristics of democracy in music education this way: 
• the teacher teaches the students, the students teach the teacher, and 
the students teach each other. 
• the teacher knows a lot, the students know a lot, and everyone knows 
something 
33 . Gould (2008), though not specifically addressing jazz, explains how 
institutional music education has a deleterious effect on musical diversity. 
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• the teacher and students think together 
·the teacher and students take turns talking, performing, sharing, and 
listening 
• the teacher and students make choices together 
• the teacher performs what she does best, the student performs what he 
does best, they share what they know, and they create community by 
working together. 
• the teacher consults students when designing programs, and the 
students consult the teacher when designing programs. 
I do not think Allsup offers this list as suggestions for formulaic pedagogic 
strategies to be deployed as part of the "curriculum." Rather, I think he is 
describing a "way of life" for music classrooms, in which these practices are 
normative. Central to all of the items in this list is a more equalized balance of 
power between teacher and students, with shared responsibility and mutual 
respect and concern-the classroom as a community of practice. This suggests 
that, in a jazz education context, the classroom should resemble (as much as 
possible) a jazz community of practice in which creating music, selecting 
repertoire, evaluating performances, and planning activities is-genuinely and 
consistently-a collaborative effort between students and teacher(s). Just as jazz 
musicians have done historically, students and teachers would value each 
others' individuality and rely on one another; they would create music 
collaboratively and perform together, they would discuss their artistic visions and 
learn from (and about) one another, and they would learn to value their individual 
voices, those of others, and that of the group. 
Current secondary school jazz education practice reinforces values that are 
different from democracy. A primary value apparent in status quo secondary 
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school jazz education is deference to authority. This manifests as the authority of 
texts (as conceptualized in "canon" and applied in recordings, published 
repertoire and instructional materials (Taylor 1986; Williams and Richards 1988; 
Tomlinson 2001; Prouty 2008; Whyton 201 0)), authority of institutions (embodied 
in the hierarchical relationship of teachers and students (Prouty 2008) and the 
emphasis on American nationalism (Williams 1970; Taylor 1986; Sales 1992)), 
as well as the authority of the Western academic tradition (as demonstrated by 
there-tailoring of jazz to meet academic standards of aesthetic, intellectual, and 
behavioral values (Small 1987, 383; Nicholson 2005, 1 00)). This is not to say that 
deference to authority is not something of value; after all, maintaining a civil 
society depends on adherence to and respect for the rule of law. However, in a 
democratic society, authority is subject to constant critical approval, not accepted 
without careful consideration of its provenance and prospects (Woodford 2005). 
The deference to authority that is promoted in secondary school jazz education is 
meant to perpetuate a particular source and concept of authority, clothed in "jazz 
tradition." 
The emphasis on hierarchical power relationships is complemented by the 
patriarchal narrative of a singular, linear jazz tradition that consists of heroic 
figures (almost entirely male), masculine virtues, and an evolutionary 
"development" of jazz styles (Tomlinson 2001; Porter 2002; Prouty 201 0; Whyton 
2010). This patriarchal tone evident in neoclassical conceptions of jazz tradition 
and, concomitantly, jazz education results in further "shrinkage" of jazz tradition 
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in secondary schools because it reinforces gender biases that have led to 
exclusive practices. Women have been traditionally underrepresented in jazz 
(Gourse 1995), and neoclassicism/jazz education reinforces this inequity with a 
patriarchal focus on transmission and canon, while also appealing to masculinist 
visions of heroism, competition and authority (Porter 2002; Whyton 201 0). The 
number of participants in educational jazz ensembles has steadily inclined in the 
United States over the past half-century, but female students continue to be a 
very small percentage of these participants (McKeage 2004; Wehr-Flowers 2006; 
Eros 2008). Unlike the "missing males" problem in school choirs (Koza 1993), 
little notice has been taken of the missing females in instrumental jazz (Goodrich 
2005), perhaps because, unlike choirs, (where balanced gender participation is 
necessary for musical balance), instrumental ensembles can function regardless 
of the sex of the players. At the very least, neoclassical renderings of jazz 
tradition do not generally encourage participation of females, and presenting only 
a neoclassical understanding of jazz in schools and universities potentially 
strengthens gender stereotypes and could ultimately discourage female students 
from participating. The biases against female students can also translate to 
limited professional (or even amateur) music-related activities beyond school 
(McKeage 2004; Abeles 2009). This seems to run counter to the purported 
democratic values of jazz education that should broaden jazz audiences and 
student participation. 
Part of the gender bias in jazz education also stems from the gender 
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stereotypes related to the standard instruments associated with jazz (trumpet, 
trombone, saxophone, drums, and bass especially).34 School jazz programs tend 
to revolve around the big band ensemble format, allowing little or no room for 
instruments that do not "fit" in this setting. The standard "jazz" instruments tend 
to be viewed as "male" instruments, while non-standard instruments such as 
flute, clarinet, violin or viola tend to be viewed as "female" instruments (Boulton 
and O'Neill 1996; McKeage 2004; Eros 2008; Abeles 2009). Eros (2008) stated, 
"Gender associations and stereotypes make their presence known in more ways 
than who is playing what. Who is playing what becomes who is playing where." 
The gender bias of instrumentation, reinforced rather than challenged by 
neoclassical standardization, has been a barrier for female student musicians 
who have been excluded or discouraged because of their instrument choices, a 
decision that is skewed by gender stereotypes long before these students may 
know what kind of music in which they want to participate. 
There is also reason to believe there are social psychological factors that 
make female student musicians reluctant to participate in a school jazz band. 
Erin Wehr-Flowers (2006, 2007) explained that girls may have "illusions of 
incompetence" when it comes to jazz, because they identify jazz (and especially 
the improvisation component) as a male-centered activity. Some research 
suggests that "girls and women are frequently less confident in their own abilities 
than are boys and men," and this is amplified when the sphere of activity in 
34. For discussion of gender and instruments in music education, see Eros (2008) and 
Abeles (2009). 
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question is perceived to be male-centered (Wehr-Flowers 2006). Girls' 
perceptions that they may not be able to succeed at jazz or that they won't 
measure up to the boys can be a powerful deterrent, especially among students 
who are accustomed to being successful in music. Girls may also have a 
tendency to feel more intimidated than boys by the thought of improvising in front 
of their peers. This has been linked to cultural patterns that reward males for 
carving out independent roles while encouraging females to be in supportive 
roles. The tendency of girls to guard friendships and maintain propriety could 
prevent them from participating openly in classroom situations, a phenomenon 
referred to as "female silence" (Wehr-Flowers 2006). 
Neoclassical understanding of the jazz tradition is centered on heroic male 
characters and masculine identifiers (Porter 2002; Prouty 2002, 98; Wehr-
Flowers 2006, 2007). The perception that jazz is a "male activity" could be 
influenced by the lack of apparent female role models in jazz, especially as 
understood in the "standardized" neoclassical jazz tradition; the standard 
pantheon of jazz greats is quite lean on women, and especially on female 
instrumentalists. This is due in large part to gender biases throughout the history 
of jazz, long the domain of macho, larger-than-life characters. The role of women 
in jazz performance has historically been a marginal one. This has been 
amplified by the lack of emphasis on female performers, composers and 
teachers in music education. Students generally do not hear much about female 
jazz artists (past or present), do not play music by female composers/arrangers, 
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and do not see many female jazz teachers, workshop presenters, adjudicators 
and clinicians (Porter 2002). Consequently, it is difficult for female students to 
envision potential roles for themselves in jazz, and/or may feel there is a stigma 
attached to female participation (McKeage 2004 ). 
The neoclassical influence of jazz in music education reinforces the 
patriarchal and masculinist themes present throughout jazz history. The 
standardization of instruments in school jazz programs (and concomitantly the 
failure of school music programs to dismantle instrument gender stereotypes) 
has effectively kept the number of female students participating in jazz much 
lower than that of males. Emphasis on canon has perpetuated and celebrated 
the archetype of the male jazz musician to the extent that the few women 
recognized in the official canon are yet seen as aberrations in the landscape of 
jazz heroes, or in the context of contemporary performance as oversexualized 
spectacles (Gourse 1995). This "male gaze"35 shapes historiography, instructive 
practices, institutional structures and iconography to such an extent that female 
students have not been provided an environment in schools in which they feel 
generally encouraged to participate in jazz activities or optimistic about their 
place in school jazz (Detels 1994; McKeage 2004; Wehr-Flowers 2006). This 
presents problems for secondary school jazz teachers, many of whom 
undoubtedly would like to be more inclusive of female students in roster 
representation and affirming in their experiences, yet feel bound by institutional, 
35. A term employed by Mulvey (1975) to describe the male-generated perspective 
through which films operate and the resultant portrayals of females in film . The term has since 
been appropriated in other disciplines to describe underlying phallocentrisms. 
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professional, or experiential norms which stem from a shrinking concept of jazz 
tradition. It is also problematic for students-especially females-who often feel 
held back (or they feel they should hold back) by the perception that jazz is 
inherently male territory (Goodrich 2005). 
The male hegemony of neoclassical jazz tradition is also in direct 
contradiction with democratic ideals: rather than fostering a hierarchical 
dominance of male over female, a truly democratic jazz education would promote 
and appreciate the value of female students' participation and contribution to the 
musical/educational ecosystem (Woodford 2005, 32). Admittedly, gender equality 
has been a problematic area for jazz from the beginning (Rizzi 2000); however, 
secondary school jazz education can be seen as an opportunity to generate 
greater gender equality, and could do so by expanding upon the democratic 
characteristics of jazz music making. 
"American" Values 
The jazz education community's promotion of jazz as America's classical 
music also highlights American nationalism (and, somewhat problematically, 
multiculturalism) as a key value of jazz in American schools (Walser 1999; Webb 
2008; Wagener 2009; Webb 201 0). This indicates a reversal of thinking from 
earlier times, when jazz was rejected as being a force detrimental to American 
cultural and educational values. Jazz was, to varying degrees, considered 
controversial music in the United States during the first half of the twentieth 
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century. Public performances of jazz were banned in some American cities 
during the 1920s (Baker 1979). Some schools also had rules forbidding jazz in 
the school in any capacity (Mark and Gary 1999). Some headlines from the New 
York Times in the 1920s-30s evince the greater American public's suspicion of 
jazz: "Primitive, savage animalism: preacher's analysis of jazz" (1922); "Musician 
driven to suicide by jazz: Wouldn't play it, couldn't get work" (1922); "Jazz 
frightens bears" ( 1928 ); "Jazz threatens Christian civilization" ( 1934 ). Racial 
bigotry also played a role in the animosity aimed at jazz (Baker 1979; Gioia 1989; 
Levine 1989; Porter 2002; Whyton 201 0). African-American music of all forms 
was "regarded as anathema in the music curriculum" (Volk 1998) before the 
1960s (with the notable exception of spirituals used as choral repertoire 
beginning in the 1920s ). As long as jazz was identified primarily as an African-
American cultural product, it would be viewed in the broader American population 
as dangerous, corruptive, and insidious (Prouty 2008). 
Music educators also attacked jazz on both moral and artistic grounds in 
music publications throughout the first half of the century (Mark 1996; Volk 1998). 
Following are but a few samples of what professional music educators published 
in music education journals and pedagogical publications during this period. In 
August of 1924, Etude printed this unequivocal statement in an article entitled 
"Where the Etude Stands on Jazz": "In its original form, it has no place in the 
musical education and deserves none" (Baker 1979). Dykema and Gehrekens 
(1941, 203), in their book The Teaching and Administration of High School 
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Music, had this to say: 
Swing music-which is merely a highly emotional style of playing jazz, 
and to which we are in no sense objecting to as a legitimate type of 
human experience-is primarily physical. It induces violent physical 
movements-note the jitterbug. It is 'fleshly' in its entire conception. It 
does not lead toward the spiritual. It is "good fun" at the time, but it does 
not yield abiding satisfaction. To use such music in the school as a 
substitute for serious music is to cheat youth of a highly important 
experience which has the possibility of assisting in the development of 
spiritual resources. 
Even as late as 1964, Music Educators Journal published a scathing article by 
Henry Allen Feldman, who heaped scorn upon school jazz instruction: 
Jazz performance is a vocation in which quality is valued in inverse ratio. 
It is an area wherein an individual idiosyncracy [sic] is the major 
desideratum. In such an enterprise it becomes a moot question whether 
a teacher can be effective or is even necessary ... Questionable as is the 
educational value of jazz in the high schools, still more paradoxical is it to 
see courses in jazz listed in the catalogs of liberal arts colleges and 
respected professional music schools. By what ratiocination are directors 
of such institutions persuaded that this is material befitting the dignity of 
an institution dedicated to the higher disciplines? How, for example, does 
one reconcile the teaching, in one room, of performance with technical 
precision, beauty of sound, and uncompromising fidelity to the demands 
of the composer, only to teach, in an adjoining room, to ignore all of this 
because-in the words of Whitney Balliett-'higgeldy-piggeldy runs, 
staccato braying, bleak, ugly tone, barely struck notes' are all what now 
constitutes modern artistry? (Feldman 1964, 62) 
These and similar remarks appeared in professional music education 
publications from the 1920s into the early 1960s, and were virtually unchallenged 
until the mid-1950s. 
The statements above contrast with contemporary attitudes toward jazz, 
which are generally positive. Jazz as America's Classical Music connotes not "a 
substitute for serious music" or "higgeldy-piggeldy runs, staccato braying, bleak, 
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ugly tone, barely struck notes," but high artistry and superior craftsmanship; not 
the "fleshly" or unspiritual, but discipline and intellect; and not mere 
"idiosyncracy" and anarchy, but the ultimate American values of individualism 
and democracy amongst music educators. Some point to the institutionalism of 
jazz in education as conferring upon jazz a sense of legitimacy that trickled down 
to the general public (Dobbins 1998). Neoclassicism, however, also theorizes 
jazz in a way that makes it resonate with mainstream, traditional "American" 
values, and this characterization is both what has helped jazz to integrate into 
institutionalized education as well as what has burnished the image of jazz in the 
public sphere (Nisenson 1997; Porter 2002). This reading of the jazz narrative 
has grown up around the needs of institutional education (Prouty 2002, 102-1 03), 
but it is also a product of thinking by musicians and critics outside of 
institutionalized education. 
Porter (2002) argues that neoclassicism has arisen in part as a reaction to 
racial and artistic discrimination and the need to create a distinct cultural space. 
He describes three different approaches by African-Americans to counter 
marginalization through musical activity. One approach is to gain proficiency in 
the Western musical tradition, and on its other extreme a second approach 
attempts to separate African-American music from the Western musical tradition. 
The third approach, expressed in the Murray-Marsalis-Crouch concept of jazz 
tradition described earlier, positions jazz as a parallel to the Western tradition, a 
musical practice that shares values and points of emphasis with the Western 
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tradition, while also giving expression to certain aspects of African-American 
experience and history (Porter 2002, xv, 288-328). Porter writes that "By 
transforming black nationalism into a kind of American exceptionalism with a 
Negro core, then, Marsalis, Crouch, and Murray all have helped produce a vision 
that radically challenges the marginalization of black people from American 
experience" (Porter 2002, 326). This would seem to be a positive interpretation in 
that it recognizes the importance of African-Americans in the cultural and 
historical milieu of America. However, this vision is also problematic in that it 
oversimplifies and delimits issues of diversity (race, ethnicity, nationality) in order 
to present a clear historiography that coincides with existing political and 
academic institutional values. Just as the musical structures of jazz have been 
interpreted and filtered through Western classical analyses-leaving a resultant 
canon of jazz that largely meets Western standards of criticism-the cultural 
history of jazz ("the jazz tradition," if you will) has been written around the 
prevailing monologue of American cultural history. The values of jazz, presumed 
to be an artistic distillation of African-Americans values, have been positioned as 
being the same values as "America" but spoken with an African accent. 
Murray's ideas, as demonstrated in the person of Wynton Marsalis, 
resonate not only with conservative, middle class African-American culture; they 
also are in sync with institutional norms of music education (Nisenson 1997; 
Porter 2002; Whyton 2010). The neoclassicism of Murray also fits well into two 
important themes within American K-12 education: multiculturalism and American 
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exceptionalism.36 Positioning jazz as both an (or the) African-American music 
and as "America's classical music" makes jazz a flexible, appealing alternative to 
other forms of multicultural or popular music that do not lend themselves as 
easily to traditional teaching formats and techniques, while also validating jazz as 
an art music that is valuable for teaching musical excellence (Ake 2002, 112-
113). Jazz, as understood in neoclassicism, fits the twin bill of representing a 
minority culture while also being relevant to the American mainstream without the 
need for drastic changes in pedagogy or institutional values. This can be seen in 
the dualistic way that jazz is conceptualized in pedagogy and curriculum texts 
(MENC and IAJE 1996; Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 2002; 
Miles an~ Carter 2007).37 
The shrinking tradition offered in neoclassicism conforms easily to the 
values of institutional music education, but it is problematic in that it does not 
acknowledge the validity of alternative interpretations of jazz tradition. Moving 
African-American culture to the forefront of jazz education is an admirable effort, 
but the depiction offered by neoclassicism-for all its heroic and romantic 
appeal-does not adequately address the complexity of matters of diversity 
(especially race) within the history and present of jazz music. Tony Whyton 
36. A key statement of the Tanglewood Declaration (Choate 1968) opened overt efforts 
to pluralize music education and to emphasize American music: "Music of all periods, styles, 
forms, and cultures belongs in the curriculum. The musical repertory should be expanded to 
involve music of our time in its rich variety, including currently popular teenage music and avant-
garde music, American folk music, and the music of other cultures." 
37. For example, Miles and Carter (2007, 7) include Marsalis's statement that jazz 
"allows us to interface with the greatest minds in American music" before launching into the next 
chapter, titled "A Multicultural Approach to Jazz Education" (which is a misnomer, because it 
centers on one ethnic tradition as "the" jazz tradition). 
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stated the problem clearly in a discussion with Nicholson about the differences 
between American and European jazz education attitudes: 
From the Afro-American perspective, the desire to construct and 
elaborate a rich definable cultural history is understandable in the 
broader context of American history. The downside of the American 
approach [to jazz education] is that it encourages the presentation of 
history as defined entity, rather than something in constant flux, 
constructed in the present. This can lead to exclusion of approaches that 
do not conform to the defined benchmark. (Nicholson 2005, 117) 
When single-narrative historical constructions are accepted by educational 
institutions, teachers, or students, alternative views are not only un- or under-
represented, they become positioned as antagonistic to the "official" history 
(Prouty 201 0), setting up an either/or opposition. Such a scenario is neither 
conducive to encouraging critical thinking, nor is it helpful in dismantling 
stereotypes or reconciling marginalized groups. The question of "whose jazz 
tradition"38 belongs in school could be answered many ways, but the problem is 
more in the question than in the answer, for when any one tradition is held up as 
"the" tradition, certain groups will be marginalized. Recognizing that education 
requires certain delimitations, the standardization of neoclassical thought and 
structures in jazz education necessarily reinforces certain gender, racial and 
ethnic biases. 
Neoclassicism is built around certain assumptions about jazz and race, 
38. In a panel discussion surrounding the insistence of neoclassicists on a narrow 
tradition , K. Leander Williams observed, "The idea of a mainstream does indeed connote a 
shared way of thinking, but it seems to me the question at every stage of jazz's development has 
been, 'Whose way of thinking'?" (Friedwald and Taylor 2002, 6). Williams's question has obvious 
pertinence to jazz education, as decisions about curriculum ultimately stem from some 
institutional "way of thinking" about what jazz is (or should be for jazz education purposes). 
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specifically that jazz is essentially an African-American cultural construct, and 
that it represents the apex of African-American musical achievement (Nisenson 
1997; Peretti 1997; Ake 1998, 2002; Porter 2002). The importance of African 
cultural memory and the conditions of African-American life to the formation and 
development of jazz are, of course, extensive and not to be ignored or dismissed. 
However, the conflation of "the" jazz tradition with African-American cultural 
history in jazz education fails to allow students to encounter the full plurality of 
cultural and historical factors that have been significant to jazz, not only as a 
musical form but also as a social practice. It does not account for or explain, for 
example, the melting pot atmosphere of New Orleans in which jazz emerged, the 
role of white musicians and audiences from the very beginning, the absorption 
and transmutation of other musical traditions (often by African-American 
musicians), or the development of European, Latin American, and Asian jazz 
traditions from the earliest days of jazz through the present. Jazz is not only an 
African-American story, and neither is it only an American story. Jazz is a global 
phenomenon·, and to acknowledge this is not to downplay the role of African-
Americans in jazz or to deny the importance of jazz to African-American history 
and culture. Rather, it is to recognize more fully the contributions of jazz to the 
world. Music does not, after all, belong to anyone or any one group (Allsup 
2006), something that jazz could illustrate well in secondary school music 
education. 
Additionally, the racial narrative of neoclassicism is problematic because it 
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understands African-Americans as a singular, unified ethnic group that share the 
same social, political and artistic values, and whose culture's fullest expression is 
found in jazz (as defined by neoclassical parameters) (Murray 1970, 1973, 1976; 
Porter 2002). The first problem with this is the implication that African-Americans 
are all "the same" or that they are "always the same." Here I am referring to the 
notion that jazz, being the African-American music, is a mirror of the values and 
experience of all African-Americans; furthermore, there is the suggestion that the 
music of a particular time and place is reflective of the values and experiences of 
African-Americans across the spectrum of time and place.39 Just as in the more 
contemporary case of rap and hip-hop, not all African-Americans identify with a 
musical practice simply because it is labeled as "black." Furthermore, many 
African-Americans do not especially identify with jazz as a "black" music, 
according to Kalamu ya Salaam (1995, 352), who notes that "Just because a 
black person does something does not make that act or creation representative 
of black culture." 
39. In a well-known interview for Musician magazine (Walser 1999}, Marsalis and Herbie 
Hancock offer clashing sentiments about the state of jazz and black popular music. Marsalis 
argues for a very rigid, universal understanding of the meaning of jazz music as a tradition, often 
making comparisons to classical music. Note the conflicting notion that jazz is not about race, but 
yet that it is defined by African American experience. Marsalis says, " .. . classical music is not 
white music. When Beethoven was writing music, he wasn't thinking white or black. Those terms 
became necessary in America when they had to take white artists and make them number one 
because they couldn 't accept black artists. We constantly have historical redefinitions to take the 
artistic contributions out of the hands of people who were designated black. The root of the 
colloquial stuff throughout the whole world now comes out of the U.S. Negro's lifestyle." He later 
follows up on this thought: "Beethoven wasn't thinking about the social conditions in America 
when he wrote something , he was thinking about why did he have to get off the street for the 
princes. So his music has the same type of freedom and struggle for abolition of the class 
system, as Louis Armstrong's music is a celebration of that abolition. See, Beethoven's music has 
that struggle in it. Louis Armstrong is the resolution of that. This gigantic cultural achievement is 
just going to be redefined unless I take an active part in saying what I think is correct. " 
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Those in jazz education tend to send conflicting messages about race, 
claiming that jazz is essentially African-American while also asserting that jazz 
transcends race (Beale 2001 ). There is some truth to both of those positions, and 
although they are in contrast to one another at a surface level, they need not be 
conflicting. They become conflicting only when one accepts that there is but one 
valid interpretation of jazz tradition. That jazz can be considered simultaneously 
African-American, American classical music, or any number of global 
permutations perhaps has less to do with any "essential qualities" that are 
imbued with universal meaning, and more to do with the multicultural nature of its 
audience. As Andre explains, "concerning music and race, the meaning can 
change as it is heard and understood by different people" (2005, 4 ), and jazz has 
certainly been the province of many different people. Yet, the shrinking jazz 
tradition is an attempt to advance a particular theory of meaning in jazz for all 
people at all times. 
The neoclassical understanding of jazz with respect to African-American 
culture complicates African-Americans' relationship with other musics identified 
as African-American, as well as those associated with "radical" blackness, and 
even to personal identity (e.g., must I like 'jazz' to be 'truly' African-American?) 
(Porter 2002). By drawing a firm distinction between jazz as art music and other 
black musics (gospel, R&B, blues, hip-hop) as inferior musical expressions, 
neoclassicism forces African-Americans to choose between "a serious hierarchy 
of giants" (Marsalis 1988) in the "continuum" of the jazz tradition, or "what is the 
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next new Negro gonna think up out of the blue sky" (Walser 1999, 342). The use 
of jazz as a weapon against racist ideas about African-Americans-not 
intellectual, undisciplined, lazy, and the like-comes at the expense of saddling 
other forms of African-American music with those same descriptors. Marsalis 
entreated people to distinguish music as being for "the toilet or the table" 
(Marsalis 1988), and his language from the 1980s and 1990a about hip-hop, 
R&B, and other black music (that is not jazz) smacks of the same elitism and 
racial pathology of early white criticisms of jazz (Marsalis 1988, 1995; Walser 
1999).40 This concept clashes with prevailing black music criticism, in which jazz 
is viewed as "the whitest form" of black music (ya Salaam 1995, 369) and rap is 
viewed as the "Blues music of the '90s" (ya Salaam 1995, 368). Does accepting 
this shrinking tradition of jazz also impose narrow limits on what it means to be 
African-American? 
The racial narrative within the shrinking jazz tradition also questions the 
relationship of people other than African-Americans to jazz, creating different 
questions of authenticity and ownership, especially when the patriarchal 
understanding of transmission is invoked ("Can I really learn to play or enjoy jazz 
if I'm not 'black'?). The legitimacy of white jazz musicians and listeners has long 
been a topic of debate (Gerard 1998). White musicians have endured certain 
stereotypes: they can't sound as authentic as blacks, they are imitators rather 
40. Marsalis is well known for such controversial statements. While there is no evidence 
to suggest his views have changed since the 19080s-1990s (arguably, he has broadened the 
audience for his point of view through his involvement with Jazz at Lincoln Center and Jazz: A 
Film by Ken Burns) , Marsalis has not been as acerbic in his more recent public statements. 
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than innovators, they play precisely but without soul, etc. Jazz education has 
complicated this scenario by contributing to the stereotype that white musicians 
are academic and formally trained, while black musicians are intuitive and learn 
informally. To "sound white" is still the ultimate insult to a jazz musician, despite 
the achievements of white jazz musicians throughout the history of jazz.41 Jazz 
has had a mostly white audience from early on (Collier 2001 ), and part of the 
stereotypes about white musicians are rooted in the sometimes voyeuristic 
preoccupation of white audiences with black culture as an exotic escape42 (Gioia 
1997, 123-126; Fisher 1999) or mark of "hipness," (Monson 1995; Mailer 1999) 
rendering white musicians inauthentic. By identifying jazz as fundamentally 
African-American, born from and developed through racial struggles, 
neoclassicism reinforces a need for white musicians and listeners to reconcile 
themselves to the tradition ; this means asking "Where do I fit into this tradition?" 
instead of "What does this music mean to me?" 
Contemporary jazz potentially offers a rich context for students of all 
backgrounds to connect with jazz in meaningful, personal ways because of the 
diversity of musical sounds and social groups it represents and can 
accommodate. This is ostensibly one of the most "American" traits of jazz-that it 
41. It should also be noted that to "sound black" is sometimes considered a great 
compliment to a white musician. I recall being excited once to play a gig with an old white trumpet 
player, who was respected in the region for having played in some iconic big bands. After the first 
tune of the gig, "Satin Doll ," he whispered to me "Damn, son , you sound just like those colored 
players." I recall feeling shocked, on the one hand, that a musician of his experience would say 
such a thing , but also somewhat proud to have elicited such approval from him. 
42. As Monson (1995, 402) observes, "Admiration and the reinforcement of stereotype 
... are often not far apart." 
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is analogous to the plurality of American society as "a unifying force, bridging 
cultural, religious, ethnic, and age differences in our diverse society" (United 
States House of Representatives 1987). The neoclassical concept of tradition 
that dominates secondary school jazz education praises this trait in jazz, and on 
a certain level embraces jazz as American (read: pluralistic) music; however, the 
use of tradition as a mechanism for shifting political power to a particular group 
limits the concept of pluralism to mean African-American identity within American 
culture (versus African-American identity as a facet of American pluralism). 
Shrinking the jazz tradition in this way limits the way teachers and students can 
engage race as a concept within jazz and within American life by reducing it to a 
black-white issue (ignoring the participation of other groups in the past, present, 
and future of jazz) and clearly defining (or rather, oversimplifying) the historical 
roles of blacks and whites in jazz. This undoubtedly makes race an easier topic 
to navigate in the classroom, but hardly represents the potential of jazz education 
to be a catalyst for social critique or to realize the values of American pluralism 
which jazz is often thought to embody. 
Conclusions 
A paradox arises when a growing jazz tradition, in the form of many 
imbricated global, ethnic, political, racial, and gendered histories, is met with a 
narrowing, singular concept of jazz tradition in music education: the values of 
jazz claimed as central to secondary school jazz education are more consistent 
with elements of the growing jazz tradition than with the shrinking jazz tradition of 
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music education. This creates a double-bind for secondary school jazz 
educators, who are faced with certain aims and objectives (developing setting-
centered skills like improvisation for lifelong music-making and nurturing a future 
jazz community) that are best pursued through a curriculum founded on a 
progressive reading of jazz tradition, while teaching within a context that is built 
around a curriculum founded in a neoclassical reading of jazz tradition. Certainly 
educators and students must find the certitude and clarity of the neoclassical jazz 
canon simplifies teaching, and the general ability to apply traditional music 
pedagogy comfortable; the vast majority of jazz educators, after all, were trained 
to be teachers under a classical conservatory model, and schools and 
universities largely continue to operate under this model. However, for secondary 
students who must prepare for an increasingly globalized world, the absence of 
alternative perspectives may not well serve them.43 The academic absorption of 
neoclassical traditionalism has resulted in secondary school jazz education that 
is built around preservation of a privileged tradition at the expense of helping 
students realize some of the key values that ostensibly make jazz a worthwhile 
facet of music education. The obvious problems created by this paradox are that 
1) students are denied some of the most characteristic benefits of jazz education, 
and 2) jazz education is not "fulfilling its promise" (Leonhard 1984 ). Yet, these 
43. Woodford (2005, 30) writes , "Highly prescriptive pedagogies and methodologies are 
usually convenient and extremely well organized, thus saving teachers preparation time and 
effort. But if the assumptions underlying them are outdated, flawed, or false, and if those methods 
stifle the individual creativity and thinking of students and teachers alike, then they serve no one 
well, except perhaps those wishing to dominate and control. To that extent they may better serve 
autocratic or totalitarian rather than democratic ends." 
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are symptoms of a larger problem: the concept of "jazz tradition" prevalent in 
secondary school music education, one which restricts the potential of jazz to 
open new possibilities for music education. 
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CHAPTER4 
Paradox #2: The Musicianship Rationales in Jazz Education 
Introduction 
I described in the previous chapter the paradox of the shrinking/growing 
jazz tradition, in which a "shrinking" concept of jazz tradition is at odds with both 
the growing diversity of jazz in the world (a growing concept of jazz tradition) and 
with some of the core values linked to secondary school jazz education. In this 
chapter, I describe a paradox that extends from a clash between a key rationale 
for secondary school jazz education and the structure through which secondary 
school jazz education is undertaken. 
Certain rationales for jazz education in secondary schools have become 
commonly espoused by music education organizations and in philosophical and 
pedagogical literature on jazz education. Among them is the belief that students 
who play jazz can develop broader and deeper musicianship skills than students 
who only participate in "traditional" large ensembles (concert band, orchestra, 
choir), because of the unique properties and demands of jazz music (Elliott 1983, 
1986, 1987; Engelke 1996; MENC and IAJE 1996; Dunscomb and Hill 2002; 
Jarvis, Beach, and Wiest 2002; Miles and Carter 2007). Furthermore, the nature 
of these enhanced musicianship skills means students are better equipped to be 
lifelong music-makers because they 1) can transfer the abilities to a variety of 
musical settings, and 2) are more capable of creative music making and personal 
musical agency (Elliott 1983, 1986, 1987; Engelke 1996; MENC and IAJE 1996; 
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Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 2002; Miles and Carter 2007). 
However, the instructional format of jazz education in secondary schools (which 
consists mainly of jazz ensembles as elective courses and extra-curricular 
activities) does not significantly differ from that of the traditional large ensembles 
for which they are supposed to be an alternative (Nettl 1995; Beale 2001; Mantie 
2004; Nicholson 2005; Prouty 2005; Gatien 2009). This is a paradoxical 
arrangement: an important rationale for the institutionalized education of jazz 
seems to be negated by the structural limitations of that institutionalization. 
In this chapter I describe the broad practices of jazz education in 
secondary schools, and examine how those practices run counter to developing 
the kinds of musicianship skills that are commonly claimed as a benefit of jazz 
education. Additionally, I describe the kinds of practices that are consistent with 
developing such skills (which are closely connected to informal music learning 
practices), and the difficulties this creates for secondary school jazz teachers. 
This necessitates an examination of the differences between formal and informal 
music learning to provide a background for interrogation of the current 
instructional paradigm of secondary school jazz education, and explanation of 
the paradox teachers inhabit when pedagogical paths and destinations are 
divergent. I extend the discussion beyond the causes of this paradox and 
question the efficacy of jazz education: what should be the musical aims of 
secondary school jazz education, is it practical to pursue them, and how might 
jazz offer a unique musical context in secondary music education? 
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Jazz Education and Musicianship 
Secondary school music education curricula in the USA have historically 
been dominated by an emphasis on the large performing ensemble format: 
concert and marching bands, orchestras, and choirs (Keene 1982; Humphreys 
1995; Mark and Gary 1999). These ensembles have enjoyed broad support 
within secondary schools, in large part because they can efficiently involve many 
students in music education with few faculty resources, and they provide tangible 
benefits to the school and community as well as a highly visible "product" of 
music education (Mark 1982; Humphreys 1989). These ensembles remain 
popular with students and schools, but concerns have been raised in recent 
years about their effectiveness in developing musicianship skills in students, 
particularly the kinds of musicianship skills that enable students to participate in 
music making beyond their school years (Small 1996; Gruhn 2006; Allsup and 
Benedict 2008; P. M. Jones 2008, 2009). These concerns are prompted by the 
emergence of national standards in music education (NAfME 2013b, 2013a), the 
so-called "praxial turn" in music education thinking (Bowman 2005), as well as 
gradual acceptance within music education of popular music as a musical 
practice of value and the growing sense that the large ensembles lack relevance 
to students beyond the school context (Allsup and Benedict 2008; P. M. Jones 
2008). 
Amid this concern about student music-making abilities, many have 
pointed to school jazz ensembles-already a fixture in secondary schools-as a 
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solution for developing "flexible musicianship" (Regelski 2000; Mantie 2004) in 
students. Authors of pedagogy texts, jazz curriculum guides, and music 
education philosophical writings have cited enhanced student musicianship as a 
key rationale for jazz education (Baker 1979; Elliott 1983; MENC and IAJE 1996; 
Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 2002; Miles and Carter 2007). 
They argue that the nature of jazz (specifically its emphasis on orality/aurality, 
improvisation, and small performing groups, as well as its perceived complexity) 
requires students to develop more diverse and deeper musical skills than the 
large, "classically"-oriented music ensembles of concert band, orchestra, and 
chorus that are the predominant music education format of secondary school 
music programs in the USA. The theory is that jazz playing necessitates the 
development of greater aural discernment, because students are not only playing 
what is written for them, but what they "hear" in their imagination (improvisation), 
or the stylistic features they develop through imitating live and recorded (versus 
written) music. 
The one-to-a-part nature of the standard big band instrumentation is also 
cited as a reason for stronger musicianship, since students must be more 
independent in such a setting, whereas in concert band numerous other players 
may double each part. Consequently, students also learn greater responsibility 
and a sense of pride in their music-making, as they are subject to greater 
scrutiny and, in a sense, have a greater hand in the performance outcome of the 
group. Students also have more space to develop keen intonation, balance, 
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blend, and style in one-to-a-part settings, as they are more able to hear 
themselves in relation to the rest of the section or group (Baker 1979; Elliott 
1983; MENC and IAJE 1996; Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 
2002; Miles and Carter 2007). This, along with the exclusivity that comes from 
the more limited size and instrumentation of school jazz ensembles, contributes 
to their status as "elite" musical groups at many schools. 
Finally, student musicianship is said to excel in jazz ensembles because 
more of the national standards for music education are implemented, namely 
those of improvisation, composition and arranging, which are commonly 
associated with students developing greater creativity and expression (Engelke 
1996; MENC and IAJE 1996; Dunscomb and Hill 2002; Miles and Carter 2007). 
These activities are thought to also enrich students' understanding of music 
theory because of the application of theoretical concepts in improvisation, 
composition and arranging. The prevalence of syncopation, modalities and 
extended tertian harmony in jazz, some authors suggest, forces students to 
grapple with more advanced concepts of musical structure than in traditional 
ensembles, sharpening their conceptual acuity as well as their instrumental 
and/or vocal technique (MENC and IAJE 1996; Dunscomb and Hill 2002). 
All of these factors seem like plausible conclusions, considering that jazz 
players have historically possessed diverse musicianship skills, with 
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improvisation representing the culmination and confluence of those skills.44 
However, the assumption that students will develop such a breadth of 
musicianship skills if they play or sing in a "jazz" ensemble versus a large concert 
ensemble is a flawed one, because it betrays a conflation of musical structure 
and skill (Gatien 2009). Merely playing the repertoire of a genre of music in an 
ensemble of characteristic instrumentation does not translate into the 
development of specialized skills. In other words, the format of musical learning 
is more relevant to musicianship skill development than the format of the music 
itself; the "what" of musical learning is not as key to developing musicianship as 
the "how" of musical learning (Barab et al. 1999; Szego 2002; Green 2008b ). 
The failure to realize the importance of learning processes in the 
development of certain kinds of musicianship skills has prevented secondary 
school jazz education from integrating the kinds of practices that might actually 
develop the musicianship skills that jazz education is intended to foster. As 
Bowman (2004) has observed, jazz education has not been "jazz in schools" as 
much as it has been "school jazz," or what amounts to traditional school 
ensembles with a jazz exoskeleton. Jazz education has incorporated some of the 
structural features of jazz-mainly the "big band" ensemble and its repertoire-
without including some of the musical and learning practices that have been 
salient to the kind of musicianship skills associated with jazz, expecting that the 
stylistic features of the music would necessarily promote the development of 
44. Berliner (1993) offers a comprehensive account of the musical adaptability of jazz 
musicians. 
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those musicianship skills. 
The characteristic "jazz" musicianship skills that music educators hoped 
jazz education would bring to secondary school do not stem from the music itself, 
but from certain musical behaviors, approaches to learning, and concepts that 
perhaps are not compatible or feasible within status quo secondary music 
education. Students are not given the opportunity to undertake the kinds of 
activities that develop flexible musicianship, teachers are not well versed in these 
activities, and schooling practices (i.e., scheduling, facilities, evaluation methods) 
are far from creating optimal conditions for these activities (Mantie 2008). It is a 
paradox that the very musicianship skills jazz is supposed to bring to music 
education are actually minimized by the adaptation of jazz to the structures and 
conceptual frameworks of secondary school music education. For teachers, the 
paradox is experienced as they attempt to help students develop jazz 
musicianship skills within an institutional environment that at once expects it and 
is structurally and conceptually at odds with it. 
Much of this paradox can be attributed to the clash of the (historically) 
informal nature of jazz musicianship and the highly formal nature of institutional 
music education. Longstanding doubts about whether or not jazz can be taught 
effectively in an institutional setting owe in large part to the lore surrounding jazz 
musicianship, which includes stereotypical themes like the natural-born musical 
genius, the importance of oral tradition in African American culture, and a 
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Romantic mysticism45 associated with the "jazz life." Efforts to reconcile what has 
been widely viewed as disparate pedagogical systems has, in the main, resulted 
in a sort of "domestication" of jazz by institutionalized education, in which much 
of the informal learning practices are stripped away. In the following section I 
identify and describe the characteristics of formal and informal learning, so that 
their relationship to secondary school jazz education musicianship rationales and 
practices can be examined. 
Formal Learning 
I conclude from a review of the literature that formal learning begins with 
three assumptions. The first assumption is that knowledge can be 
decontextualized, compartmentalized, and abstracted. This assumption is rooted 
in Cartesian dualism, which holds that knowledge exists objectively, outside of 
the knower (Barab et al. 1999, 357). Once knowledge is obtained by a knower, it 
can be "used" by the knower much the same way that a person will obtain and 
use a physical object. If knowledge exists objectively, then its identity is not 
context-laden and it is therefore unnecessary (and perhaps even 
counterproductive) for teaching and learning of knowledge to occur in the context 
of its application. This view of knowledge corresponds with Enlightenment-era 
45. Summarized in famous quotations such as Charlie Parker's "If you don't live it, it 
won 't come out of your horn" and Fats Waller's (often attributed to Louis Armstrong), "Lady, if you 
got to ask [what jazz is]. you ain 't got it." For numerous examples of jazz folklore, see Berliner 
(1993), Clark (2001 ), and Walser (1999). For critiques of these themes surrounding jazz lore, see 
especially Whyton (201 0), but also Ake (2002), Gabbard (1995a), Gioia (1989), and Porter 
(2002). 
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reasoning and science (Barab et al. 1999, 350-353; de Bezenac and Swindells 
2009, 1 0), and became a cornerstone of American educational philosophy in the 
middle of the twentieth century.46 Conceiving of knowledge as bits of data 
removed from the context of human applications or experience allows teachers to 
break the data into fragments and sort it into solid classifications, each with their 
own organizational structures. de Bezenac and Swindells (2009) describe how 
this understanding of knowledge is part of the evolution of the Cartesian-
Newtonian worldview, corollary to the industrialization of manufacturing that 
developed at roughly the same juncture of Western civilization (Strauss 1984; 
Freire 2000). Knowledge understood as bits of "dead matter" that can be 
manipulated by the mind once in the mind's possession is a primary assumption 
that steers the formal orientation to teaching and learning. This is reflected in the 
common separation in formal education settings of "concepts" and "skills"; first 
the knowledge must be acquired (concept), and only then students are 
challenged with its applications (skills). This is "inert knowledge," or the extraction 
of knowledge from material or practical attachments (Petraglia 1998, 20-21, 66). 
Leonard and House (1959) and Mursell (1956) offer prominent examples of this 
concept within the context of music education, promoting the analysis of discrete 
musical components to develop a knowledge base that students can then "apply" 
in practice (i.e., listening, performing, critiquing). Examples of this in formalized 
jazz education might be memorizing chord changes to a tune, chord/scale 
46. Bruner (1960) was influential in articulating applications of this concept. 
108 
relationships, or melodic patterns as antecedent to performing or practicing 
improvisation. 
The second assumption about formal learning is that teaching and learning 
are deliberate, conscious activities (Barab et al. 1999, 350; Folkestad 2005). 
Strauss (1984) identifies this "intentional learning" as a key feature of formal 
teaching and learning contexts. Teachers must know precisely what they are to 
teach, when it will be taught, how it will be taught, and how they will know it has 
been learned. Students must be attentive to their learning, for if they are not 
aware of or receptive to the knowledge presented to them, they cannot obtain it. 
The third assumption about teaching and learning in a formal orientation is 
that knowledge must be passed from teacher to student (Folkestad 2005). In 
other words, students cannot learn without being taught. Teachers not only 
possess the knowledge that students require, but teachers also know the best 
way to teach the knowledge so that students may learn it accurately, efficiently, 
and uniformly. The emphasis is on teachers rather than students, because 
teachers (presumably) know what, why, how, and when to teach whom, and 
must evaluate if students have learned, and must motivate students as 
necessary. Summarily, only teachers are capable of making sound choices about 
what is to be learned and the way it is learned. 
These three assumptions guide the rationales, purposes, aims, and goals of 
formal learning, which in turn inform the strategies and practices in the formal 
learning (Barab et al. 1999, 357). This has been described as a "banking 
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concept" of education, in which teachers strive to deposit information into 
students' minds (Freire 2000). Analogous to this in music education is the often 
imperious role of school musical ensemble directors, within whom the right 
musical "answers" reside. Mantie (2009, 221 ), for instance, observes that 
students in school bands "are considered successful when they produce the 
musical ends the conductor (teacher) predetermines for them." 
Formal teaching and learning orientations tend to be aligned with an 
idealistic rationale, in which education is viewed as a medium for elevating the 
economic, political, or spiritual life of a nation, ethnic group, or subculture. 
Idealists believe that certain aspects of knowledge are essential, or intrinsically 
important and therefore worthy of study by all learners throughout time, place 
and culture. Formal learning, then, emphasizes a uniform core of knowledge that 
must be maintained across generations, and is deemed fundamental to the 
continued success of a society. Consequently, formal learning tends toward 
institutionalized settings (Petraglia 1998; Boekarts and Minnaert 1999). 
The aims, goals and objectives vary somewhat by institution and society, 
but generally they are uniform for all learners of the institution (and perhaps from 
institution to institution within a society-think of accreditation standards for 
schools in a particular state or nation), and culminate in some form of public 
acknowledgement for meeting certain standards of achievement (diplomas, 
degrees, certificates). The essential knowledge leading to this standard of 
achievement-a canon-is limited in scope by a particular institution's purposes, 
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and structured beforehand in a sequence from simple to complex, foundational to 
auxiliary. Within music education, this involves standards and benchmarks for 
students specific to their grade levels and the type of music class. Secondary 
school jazz education certainly has its own measures of requisite features, in the 
form of codified instrumentations (e.g., big bands), repertoire lists (Miles and 
Carter 2007), theoretical concepts (Coker 1975; MENC and IAJE 1996), and 
pedagogical practices (Baker 1979; Coker 1989; Dunscomb and Hill 2002; Miles 
and Carter 2007). These explicit, clear aims, goals and objectives to teaching 
and learning, or curriculum, are characteristic of formal learning (Green 2002; 
Folkestad 2006; de Bezenac and Swindells 2009; Feichas 201 0). 
Formal learning plays out in highly directive instruction. This is facilitated by 
creating and maintaining spaces in which teachers and institutions can manage 
student behavior and reinforce habits conducive to didactic models. The 
environmental structure within formal situations, stemming from the assumption 
that teaching and learning are conscious activities, is meant to emphasize 
deliberate, explicit teaching and learning. One would not presume to come to a 
school band room to do anything other than to be involved somehow in teaching 
or learning a musical instrument.47 This imbues music education facilities with a 
sense of seriousness, and these spaces also speak to the commitment of a 
school or community to music education. Students in formal music learning 
47. Of course, this is problematic. While school band rooms, like other places in schools, 
are designed and built for a specific educational function, in reality these spaces tend to take on 
social significance-e.g., students often "hang out" in the band rooms of high schools (see 
Morrison 2001 )-or practical use (often doubling as a meeting area, work space, or classroom 
because of its spaciousness and utility). 
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environments must learn to conform to their roles within the institution in order to 
succeed in that setting.48 Learning in formal music education settings is often 
voluntary, but sometimes motivated by factors other than intrinsic desire for 
learning on the part of students; it may be prescribed by a school or governing 
body, or perceived as necessary or connected to advancement of economic 
and/or social status (e.g., in hopes of getting a college scholarship) (Green 2002, 
60; Allsup 2004; Jaffurs 2006, 4-7; Allsup 2008). 
Teachers and students have distinct roles in formal settings, and a 
hierarchy of administrators, faculty, staff, and students is meant to ensure 
uniformity of teaching and learning, as well as to maintain an orderly, structured 
teaching and learning environment. Teachers design and implement strategies 
for content delivery, create assignments and tasks for learning and applying 
content, and assess the progress of students. The role of students is to be 
attentive and open to the teacher and follow instructions so that they might learn. 
Students each carry on the same activities and assignments, but work 
individually; though they may be learning together with the same teacher, 
students are assessed individually. Teachers evaluate students against a 
preconceived standard, organized into a rubric of categories and scoring 
mechanisms intended to transpose student work into quantitative data, which is 
ostensibly unbiased, consistent, and clear49 (Allsup 2004, 2008; Rodriguez 2009; 
48. See Mantie,(2009) and Allsup (2008) for descriptions of how this takes place within 
school band contexts. 
49. Standardized tests are an obvious example. In music education, however, 
standardized tests are uncommon. More common is a numeric rubric that, theoretically, removes 
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Feichas 201 0). 
Formal learning activities and settings tend to be decontextualized, meaning 
the learning is undertaken in situations and environments that are not part of the 
everyday situations in which the targeted knowledge might be embedded. 
Learning activities rely heavily on abstraction, as artifactual knowledge must be 
converted into linguistic or numeric proof of knowing; otherwise, the assessment 
and quantitatively measured evaluation of work would be impossible. Activities 
are also designed around the reproduction or recall of "old" knowledge (canonic, 
verifiable, comprehensive) rather than designed to stimulate creative work (which 
might lead students away from the essential standards, may not be clearly 
verifiable, and may be idiosyncratic). Learning is externally directed (taught by 
another). Literacy is fundamental to teaching and learning activities in formal 
orientation, as it facilitates abstraction, reproduction, and assessment of 
knowledge. Learning activities are sequenced in advance in order to take 
students from basic to complex in linear fashion. Activities tend to be time-
regimented and routinized; the schedule may be dictated in advance and 
separately from the learning activities, which then must be designed to conform 
much of the subjectivity from evaluating musical performances. While variations are common , a 
typical example would be scores of 1-5 given in each of several categories (e.g. , tone, 
articulation, intonation, note accuracy, rhythmic accuracy, etc.) combined to generate a total 
numeric score. The more <:letailed the descriptions of scores in each category and the more 
categories present, the more objective the rubric. These types of rubrics are used for classroom 
evaluations and are also typical for contests (sometimes more auspiciously called "festivals") in 
which students are given ratings and awards based on these evaluations. Music education 
associations often organize such contests for soloists , chamber groups, and large ensembles 
(school bands, choirs, orchestras, jazz bands, show choirs, marching bands, and drum lines). For 
an example of how such rubrics are constructed and used, see the Bands of America (2013) 
Official Procedures and Adjudication Handbook. 
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with the time structures of the institution (Lave and Wenger 1991, 89; Petraglia 
1998, 66; Barab et al. 1999, 353, 370-371; Barratt and Moore 2005; Folkestad 
2006, 140-141; Jaffurs 2006; Feichas 2010, 50-51). It is commonly 
recommended, for instance, that jazz ensemble directors cultivate a segmented, 
time-sensitive routine (e.g., warm-up, tune, development exercises, repertoire 
rehearsal, sight-reading) for the sake of efficiency, as time is rigidly controlled in 
schools (MENC and IAJE 1996; Dunscomb and Hill 2002). 
Informal Learning 
Informal learning is also rooted in three assumptions. The first is that 
knowledge is contextual and embodied rather than artifactual and abstract. 
Knowledge only exists within the knower, and is shaped by the knower's past 
experiences and present situation. Barab et al. (1999, 350-353, 360) describe 
this as "relational ontology," and hold it in contrast to the Cartesian mind-matter 
separation that forms the basis for formal teaching and learning orientation. The 
second, and following from this position, is the assumption that learning can 
occur without conscious intent or attention, and can happen in settings that are 
not specially dedicated to learning. Third is the assumption that knowledge is 
gained through direct, everyday experiences. Learning need not be guided by 
others, planned in advance, or acquired separately from contextual applications 
(Polanyi 1983; Petraglia 1998, 67 -68; Boekarts and Minnaert 1999, 533-535; 
Green 2002, 60, 1 06; 2008a, 5). 
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It follows, then, that while formal learning activities tend toward detached, 
abstract activities, informal learning is often carried out through participation in 
the very thing being learned. The activities also serve a "real life" purpose 
beyond learning itself, making the experience concrete and relevant, perhaps 
even "authentic." Copying or imitating others directly is less abstract than 
reading "about" or "how to" do something. It also may seem more relevant to 
learn by undergoing activities that are idiomatic to the skill or practice being 
learned. In addition to re-creating work of others, creating one's own original 
work may be an important component in informal learning since individuality is 
often valued. Learning may occur individually and in solitude or within a peer 
group, or by participating with others who have more advanced skill than the 
learner (Strauss 1984, 195; Lave and Wenger 1991, 86; Petraglia 1998, 67-68; 
Boekarts and Minnaert 1999, 535-537; Green 2002, 41, 60, 76, 1 06; Jaffurs 
2006, 6-7; Green 2008b, 5-1 0; Mans 2009, 81; Feichas 2010, 50-51). Jazz 
musicians in particular have shown a tendency to learn their craft through "on the 
job" experiences, jam sessions, and casual encounters with other musicians50 
(Berliner 1993). These kinds of learning experiences are often spontaneous and 
have "real-life" implications, such as professional networking, earning income, or 
even simply personal satisfaction and enjoyment. 
Rationales for informal learning may be utilitarian, pragmatic, or idealistic, 
depending on the purposes and desires of the learner. Personal desire, or 
50. A practice not limited to jazz musicians. See, for example Finnegan (1989), Green 
(2002) and Gullberg and Brandstrom (2004). 
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intrinsic motivation, is the catalyst for informal learning, so the rationales for 
learning may go unconsidered; after all, one does not generally need to explain 
to oneself or convince oneself of the importance, necessity or value of pursuing 
what one already desires or enjoys (Deci and Ryan 1985, 245-259; Jaffurs 2006, 
6; Mans 2009, 81 ). Nonetheless, rationales can explain why one may choose 
informal learning as a means for acquiring the knowledge or skills desired. It 
could be that formal teaching is not available (utilitarian), informal learning may 
be viewed as the more effective educational means for a particular practice 
(pragmatic), or it may be desired for its perceived "authenticity" (idealistic) 
(Karlsen 2010, 43-44 ). Jazz musicians have cited all of these rationales for taking 
an informal approach to learning (Berliner 1993). Some have expressed interest 
in formal jazz training, but it was not yet widely available so they were forced to 
learn in other contexts, while others claim that informal means achieve better 
results or enable more creative, personalized musicianship. 
A key aspect of informal learning is that it is highly-if not completely-self-
directed and voluntary. The learner chooses what to learn, when, how, with 
whom, where, and to what purpose. This does mean the learner is limited to 
whatever resources are available (and to what is known to be available). The 
intrinsic motivation the learner brings to the task makes for a determined, 
enthusiastic learner. Informal learning, while intentional on certain levels, relies 
somewhat on the belief that learning can occur without conscious attention to it. 
In other words, learning a task can occur while the learner focuses attention on 
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doing the task, rather than focusing attention on learning about the task (Deci 
and Ryan 1985, 245-259; Boekarts and Minnaert 1999, 536; Green 2002, 1 04; 
2008b, 7-1 0). Informal learning tends to be self-directed, and learning objectives 
might evolve throughout activities as learner interests change or attention is 
redirected. Informal learning might follow less sequential, linear circuits or be 
improvisational. While formal learning remains dedicated to prescribed, preset 
goals, informal learning is more flexible; learners may start with a particular goal 
(or no particular goal), but are open to changes as they make discoveries or their 
personal circumstances change. 
The learning content pursued by informal learners, then, consists of 
whatever the learner chooses. Goals of informal learners tend to be broad in 
scope and not clearly defined or articulated, yet they may be quite tangible to the 
learner. Consequently, learning areas tend to have greater depth than breadth. 
Informal learners are not often concerned with what others deem to be of value 
(except in the case of mentors or experts they choose to acknowledge), so a 
canonic approach as in formal curricula is not followed. Instead, informal learners 
will pursue whatever content seems most desirable, enjoyable, or practical 
according to their personal circumstances (Boekarts and Minnaert 1999, 536; 
Green 2002, 41, 60, 76, 1 06; Jaffurs 2006, 7; Green 2008b, 5-1 0; Mans 2009, 
81; Feichas 2010, 50-51; Georgi-Hemmig and Westvall 2010, 22; Wright and 
Kanellopoulos 2010, 74). Charlie Parker, for instance, delved into the music of 
Lester Young for a period. Enamored with the tenor saxophonist's unique 
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approach to phrasing and melodic construction, Parker spent several months 
memorizing and playing all of Lester Young's recordings note for note, which was 
an important time of growth before development of his own personal style 
(Russell 1996). 
Informal learning often occurs in private spaces in which the learner can 
maintain a high level of autonomy over what can be done, when, with whom, and 
to what purpose. The space is often not dedicated specifically to that activity, but 
is appropriated for that activity as needed. Bedrooms, garages, kitchens, 
backyards, or offices may become workshops or "classrooms" for informal 
learning. This may be disadvantageous in the sense that the learning spaces are 
not optimally designed for the activities of the learner. However, one advantage 
to having personal, informal learning space is that the learner is more likely to 
access it spontaneously, for long or short intervals, or intermittently as needed. 
This is important because informal learning does not rely on schedules as 
sequenced, periodic, and routinized as formal learning does. Informal learning 
occurs at the will of the learner, free of time constraints. Learning activities 
happen when and for as long as the learner chooses. 
The autonomous nature of informal learning does not necessarily preclude 
the involvement of a "teacher." Often, musicians learning informally will seek out 
someone to assist them with what they want to learn (Green 2002). Informal 
learners may seek guidance, advice, or modeling from those with information or 
skills they lack; this could be part of a close, ongoing relationship (mentorship) or 
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sporadically as opportunities arise. This may or may not be a person with formal 
teaching credentials; in fact, peers are often selected, or working professionals 
who can serve as mentors in a casual setting may be preferred. Still, informal 
learning is directed completely or to a large extent by the learner, or within a peer 
group of learners (Boekarts and Minnaert 1999, 536; Green 2002, 1 04; 2008b, 7-
8). The role of a teacher51 in an informal situation differs from that of a teacher in 
formal schooling primarily in the degree to which the teacher selects and 
structures the learning. The mentor or learning peer in informal settings serves 
more as an open-ended, interactive resource for the student, whereas in formal 
learning situations the teacher prescribes what, when, and how to learn, usually 
in specific detail. The primary difference is whose learning objectives are 
prioritized-the teacher's or the student's (Rodriguez 2009). 
Clear distinctions between formal and informal teaching and learning can be 
identified, but it should be noted that music education experiences can involve 
aspects of both to varying degrees. The problems of distinguishing clearly 
between informality and formality in musical learning has been well described 
(Labelle 1982; Strauss 1984; Folkestad 2006; Jaffurs 2006; Feichas 201 0). It is 
perhaps more realistic from a practical perspective to see teaching and learning 
as a spectrum of formal and informal ingredients, understanding that elements of 
both will always be present, some in the foreground and others in the 
51 . Perhaps better terms might be coach , mentor, instructor, tutor, facilitator, or adviser, 
depending on the situation. 'Teacher" has connotations of an institutionally supported hegemony 
and imposition of knowledge/expertise , while in informal learning contexts the type of 
relationships between learners and "teachers" may be much more fluid, diverse, and complex. 
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background (Labelle 1982; Strauss 1984; Folkestad 2006; Jaffurs 2006; Feichas 
201 0). To say then, that secondary school jazz education is "formal" is not to say 
that informal characteristics are nonexistent, but that formal characteristics 
dominate. Likewise, to say that jazz musicians historically (and especially before 
the proliferation of formal jazz education programs) have learned informally is not 
to say that formal characteristics were not present, but that they were dominated 
by informal practices (Berliner 1993; Prouty 2002). Having stated that caveat, 
there are learning practices that generally fall toward the poles of formalism or 
informalism, and these practices generally emphasize different musicianship 
skills. What skills, then, does status quo secondary school jazz education 
emphasize, and how do these align with the rationales given for jazz education in 
secondary schools? This requires an examination of the pedagogical practices 
that typify secondary school jazz education. 
Secondary School Jazz Education Practices 
The majority of the literature on "jazz education" is dedicated to jazz in 
higher education. Very little has been written about the actual practices of jazz 
education at the secondary level. Goodrich (2005) and West (2011) offer the only 
ethnographies to date with respect to secondary school jazz education, 52 while 
several others offer broader accounts of secondary school jazz education (Payne 
1973; Grimes 1988; Mack 1993; Wiggins 1997; Mantie 2004; Jones, L. E. 2009; 
52. Goodrich's case study follows the teacher and students of a single high school jazz 
band, while West's study focuses on middle school teachers. 
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Hinkle 2011 ). Still, it is possible to piece together a general picture of secondary 
school jazz practices from these studies, combined with the jazz pedagogy, 
curriculum and philosophical literature in music education. Recognizing that no 
two schools, teachers, or students are the same and that exceptions occur, the 
following is a broad-stroke description of secondary school jazz education. 
Jazz education in secondary school refers almost exclusively to some kind 
of student jazz ensemble. These ensembles-typically jazz big bands, although 
vocal jazz ensembles are increasingly common-may be credited courses or 
extracurricular activities, but they generally exist as ancillaries to larger groups 
(i.e., concert or marching bands or choirs). Jazz pedagogy texts aimed at 
secondary school music educators tend to be more or less guides to teaching 
and directing a jazz ensemble (Kuzmich and Bash 1984; Lawn 1995; MENC and 
IAJE 1996; Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 2002; Miles and 
Carter 2007), which is a reflection on both the general conception in music 
education of what secondary school jazz education should be, as well as a 
barometer of what form it has actually taken. That there is no real market for 
general music (i.e., music appreciation) course materials or pedagogy aimed 
specifically at the secondary school level is an indication that secondary level 
jazz education is ensemble performance oriented. 
In contrast to the dearth of general music materials, the amount of new 
method books, compositions and arrangements for secondary level jazz 
ensemble each year is another indication of the importance of performing 
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ensembles in secondary school jazz education (Beale 2000; Laing 2002; Miles 
and Carter 2007). Catalogs of major music publishers are bulging with titles for 
high school jazz bands and vocal jazz ensembles, suggesting a greater demand 
for secondary school ensemble music. There is not a similar demand for 
materials that would support secondary general music courses in jazz. This is not 
surprising given that, overall, music education at the secondary level has 
historically been dominated by performance education, and general music 
classes have not been a significant part of secondary level music education. 53 
Jazz education in secondary schools has not changed much from its 
original format, so-called "stage bands" or "dance bands" that were initiated in 
high schools during the postwar years (Birge 1973; Ferriano 1975a; Mark 1975, 
1987). Since then, the names of these groups have varied Uazz band, lab band, 
big band, with "jazz ensemble" currently the vogue term) but the structure has 
been the same. Instrumentation is fairly standardized, with 5 saxophones, 4-5 
trumpets, 4-5 trombones, bass (electric or acoustic), guitar, piano/keyboard, and 
drum set. Each of the wind players plays a separate part, and it is recommended 
that they not be doubled (for aesthetic and educational reasons). "Guest" vocal 
soloists are also added at times. Some schools have also added vocal jazz 
53. Orzolek (2004, 21) writes, "Philosophically, the music education profession has 
stressed the importance of a broad and general music education as described in the National 
Standards for Arts Education. Yet, performing ensembles continue to be the only music education 
provided at most high schools and middle schools. Opportunities to study music are rare for those 
not in participating in performing ensembles. Many schools require arts classes only through the 
seventh or eighth grade, and many students never participate in the arts after that. The dearth of 
music education in these students' lives should concern us all. Yet, scheduling, lack of adequate 
and appropriate resources, interest level, potential competition with performance groups, and 
many other excuses are given for the shortage of general music offerings at this level." 
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ensembles and jazz combos, usually as a spin-off of an existing group (in the 
case of the former, show choir, and in the latter case a jazz big band). These 
alternative ensembles are far less common than the big band, which has become 
so prominent that some larger schools offer multiple big bands at various skill 
levels, sometimes distinguished by the use of different synonyms for "big band" 
like those mentioned above; a common procedure is for the "highest" group to be 
called the "jazz ensemble," with the "middle" group called the "lab band" and the 
"lowest" group called the "stage band"-note the evolutionary progression from 
entertainment to art implicit in these labels. 54 Middle school jazz bands that serve 
as "feeders" (recruiting, preparation, retention) for the high school ensembles are 
also increasingly common. Schools with multiple ensembles like this might claim 
or be said to have a "jazz program" within their "music program." These jazz 
ensembles are, in turn, satellites of the concert and marching band programs, 
serving mainly to supplement the desire of students in those groups to have 
more opportunity to play, as well as for the social opportunities that they 
generate. The value of these ensembles to the "core" music ensembles (i.e., 
concert band) is not only that they offer a challenging outlet to more advanced 
students, but they also serve to "keep them interested"; quite often participation 
in the large groups of concert and/or marching band is a prerequisite for 
participation in the jazz ensemble. This is, in part, to ensure that the more skilled 
54. "Jazz Orchestra"-a term growing in popularity (a Ia the Lincoln Center Jazz 
Orchestra)-draws comparison to the symphony orchestra as a medium for serious artistry and 
conservation of repertoire. Note the similarity to the use of "wind orchestra" (e.g. , Tokyo Kosei 
Wind Orchestra) in the concert band world. 
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students remain involved in the larger groups. The tendency for these groups to 
be higher skill level, smaller, and more "entertaining" to a general audience also 
gives them value as ambassadors for a school music program (Dunscomb and 
Hill 2002, 129). 
Repertoire for high school jazz bands, as noted above, is abundant. 55 
Among the repertoire readily available in catalogues are "classic" jazz 
compositions and arrangements, noted for their musical quality and historical 
significance (Beale 2000); this includes repertoire played by famous bands such 
as the Duke Ellington Orchestra, the Count Basie Orchestra, and the Stan 
Kenton Orchestra, among others. Sometimes these are verbatim copies of the 
originals, and in some cases they are modified to be more technically feasible for 
student groups. In many cases, these arrangements include transcriptions of 
famous recorded improvised solos, either to be replicated by students in 
performance or to inform their own improvisations. Pedagogues recommend 
these "charts" Uazz jargon for written-out compositions and arrangements) as a 
way of familiarizing students with important works in the jazz canon, as well as a 
way of learning to play in styles that are characteristic of certain periods in or 
sub-styles of jazz history (Dunscomb and Hill 2002, 162). Additionally, there are 
numerous newer compositions and arrangements aimed at secondary school 
jazz ensembles. These charts often imitate the stylistic characteristics of "classic" 
big band compositions or arrangements. They may also be interpretations of 
55. See chapter 5 for examples of repertoire and other instructional publications. 
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standard songs (the so-called "Great American Songbook") or contemporary pop 
songs that feature classic (e.g., bebop, hard-bop, bossa nova) jazz stylings so 
that they have a classic sound. There are also a number of holiday-themed 
selections in a variety of styles and arrangements of current pop hits, which are 
of dubious quality according to some (ironic, since they are often arranged so as 
to be in the style of "classic" charts) (Baker 1979; MENC and IAJE 1996; 
Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 2002; Miles and Carter 2007). 
Rehearsal techniques are not dissimilar to concert band or other 
"classical" large ensembles. The director/teacher is central to the rehearsal 
experience, choosing what gets programmed and rehearsed, how it is rehearsed, 
and what the guiding aesthetic principles are (tempo, swing feel, articulation 
styles, solo assignments and so forth) (Montgomery 1986; Grimes 1988; 
Wadsworth Walker 2005; Buchholz 2007). Typical rehearsal models involve 
tuning, warm-up and development exercises, and repertoire rehearsal that is 
mostly dedicated to polishing performance (Dunscomb and Hill 2002). 
Improvisation instruction is highly variable, depending on the director's 
knowledge and skill in that area and the availability of instructional time. The lack 
of experience and ability in improvisation by most secondary school teachers has 
been a noted concern in relation to this (Ferriano 1975b; Culver 1978; Baker 
1979; Bowman 1982; Collier 1994; Lawn 1995; MENC and IAJE 1996; Jenkins 
1998; Beale 2001; Jarvis, Beach, and Wiest 2002; Ake 2003; Nicholson 2005; 
Miles and Carter 2007; Mantie 2008; Gatien 2009). Additionally, because many 
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school jazz ensembles meet as extracurriculars instead of regular courses, time 
is at a premium; learning improvisation is time consuming, and perhaps not as 
conducive to large group instruction as is playing compositions and 
arrangements. 
It is customary to expect section leaders (lead alto saxophone, lead 
trumpet, lead trombone) to model these stylistic interpretations in their 
performance, and for the other members of the section to adjust their playing 
around the lead players. Thus, there is a clear hierarchical chain from conductor 
to lead players to section players (this has been further broken down to a 
standardized hierarchy that places each chair in the band within a power 
scheme) (Anderson n.d.). This has some precedent in the history of professional 
big bands, but it is also common to have such hierarchical designations within 
school ensembles like concert band and especially in marching bands.56 
Performance opportunities vary with the particular school and ensemble, 
but common venues for performance are school concerts, "festivals" (which may 
be a blend of student ensemble performances, contests or other adjudicated 
events, workshops, masterclasses, and performances by professional 
musicians), adjudicated events, and community events. Sometimes school bands 
will even play "gigs" to raise funds for their school music programs. 
Performances at state and national music education conferences have become 
56. For example, one high school band handbook clearly outlines roles and 
responsibilities for "officers," such as "Drum Major," "Captain ," "Leader Core," "Quartermaster" 
and "Section Leader." Later, a "Marching Band Chain of Command" is clearly laid out, Beginning 
with "Director" at the top, and at the bottom-underneath the various officers-are "Band 
Members." This directive is given: "Follow first, ask questions later." (Spalding High School 2003) 
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coveted-especially by directors-as selection for performance at these 
conferences is an indicator of quality and success (and a concrete example for 
administrators of a jazz ensemble's "value" to the school). None of these 
performance venues offer a real departure from the kinds of performance venues 
that students experience in concert bands, except that the smaller size of the 
jazz band, its propensity to be more polished, and its entertainment value all 
facilitate higher frequency of performances than the large ensembles can 
accommodate (Ferriano 1974; Dunscomb and Hill 2002; Jarvis, Beach, and 
Wiest 2002; Goodrich 2005; Miles and Carter 2007; Mantie 2008; West 2011 ). 
Musicianship, Creativity and the "Jazz Band" 
Having described the characteristics of formal and informal learning and 
the structure and practices of secondary school jazz education, I examine in this 
section the rationale that secondary school jazz ensemble performance classes, 
because of the nature of jazz style and practice, foster greater musicianship than 
the traditional large ensemble school courses. This rationale is problematic for 
two reasons. First is the assumption that jazz is, stylistically speaking, more 
complex, difficult, or demanding than "concert" music. It is not difficult to come by 
examples of concert band, orchestra, and chorus repertoire appropriate for high 
school students that include complexity of rhythm, harmony or form on par with 
(or even superseding) that of jazz arrangements. While it is not, admittedly, a 
core feature of concert music, one can also cite examples of improvisation or 
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aleatory elements and the use of extended techniques. There is certainly a great 
amount of concert repertoire that requires conceptual or interpretive depth, 
superior technique, and discerning aural skills. The perception that jazz is, by its 
very nature, more demanding and/or complex than concert music is short-sighted 
and selective, and plays into esoteric notions about the purpose, aims and values 
of music education (specifically, that music's complexity is of direct importance to 
its educational and/or artistic value, an argument that once was used in reverse 
to marginalize jazz in music education (Keene 1982; Luty 1982a; Bowman 1984; 
Mark 1987) but now is used to validate its educational value). 
The arguments used in support of jazz's added curricular value in building 
musicianship are also problematic. For instance, the one-to-a-part feature of 
standardized jazz ensembles is likely a benefit to students' musicianship, but 
while this may be characteristic of jazz ensembles, it is not exclusive to them (nor 
is it necessarily a feature of jazz). In the "traditional" vein, students could 
conceivably participate in chamber ensembles, wind symphony, percussion 
ensemble or madrigal groups in which they would experience the same benefits 
of playing or singing one to a part or in reduced numbers. 57 Outside of traditional 
ensembles, there could be a range of small groups that offer this benefit: 
barbershop quartets, rock bands, African drumming groups, and steel drum 
bands are just a few examples. The (relatively) small group setting of standard 
57. This was Frederick Fennell's (2009) argument for developing the "wind ensemble" 
format, a concept recently echoed by Jones (2008). See also Norcross (1994) for an account of 
Frank Battisti's use of chamber music, solo repertoire, and composing as facets of the Ithaca 
High School band program. 
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jazz ensembles seems to have certain pedagogical advantages, but these are 1) 
not exclusive to a jazz ensemble, and 2) must be weighed against the aims and 
purposes of music education 58 (Mantie 2004 ). 
Implicit in the rationale that jazz education promotes "better" musicianship 
in students is the belief that jazz fosters more valuable skills to students than 
those developed in traditional ensembles-skills applicable to diverse situations. 
A criticism of traditional large ensembles in schools is that students primarily 
learn to read music and follow a conductor in a limited stylistic context, making 
them dependent on external organizations to continue making music outside of 
school in the present or future (Myers 2008). Aural based skills like improvisation 
and learning by imitation, as well as creative aspects like composition and 
arranging, might be more useful to students in a variety of musical situations, 
encouraging them to be more independent music makers outside of school. 
These types of skills-"flexible" musicianship-are hallmarks of jazz 
musicianship, ergo the rationale that jazz performance education benefits 
students by developing these skills (Elliott 1983, 1995; Mantie 2004 ). 
There is a conflict, however, between this rationale for jazz education and 
the widespread practice of jazz education in schools as described above, an 
environment in which students have little, if any, opportunity to practice, explore, 
58. For example, here is a relevant question for music educators: is the aim of jazz 
education to provide pre-professional skill training in jazz performance, to develop "lifewide" (P. 
M. Jones 2009) musicianship in a practical setting, or to deepen students' appreciation for jazz as 
an art form? While it is possible to address all of those aims within the context of jazz ensemble 
performance to various degrees, the limitations of the jazz ensemble setting (or any setting) make 
certain aims more realistic, and as a result, makes them of greater emphasis. 
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or gain instruction in improvisation, let alone composition or arranging (Prouty 
2002; Bowman 2004; Mantie 2004; Nicholson 2005; Gatien 2009). It is difficult to 
see how jazz education can be justified or promoted as an experience to build 
flexible musicianship under these circumstances. More students than ever before 
participate in school jazz ensembles, ostensibly developing skills that are 
pertinent to jazz performance, transferable to a variety of musical situations, 
enhancing their appreciation of and interest in jazz, and supplementing their 
experience in large ensembles with a diversified experience. This theory is not 
borne out in classroom practice, in which students do little that is meaningfully 
different from traditional large ensemble experiences. School jazz bands still 
heavily emphasize reading notation over aural learning and imitation, commercial 
arrangements over student creations, ensemble skills over improvisation, 
codified, "pure" stylistic categories over experimental blurring of genres, and 
teacher dependence over student autonomy (Collier 1994; Beale 2001; Wilf 
2010). 
Perhaps one of the most cited rationales for jazz education that makes it 
appealing is that it enables creative self-expression (Engelke 1996; MENC and 
IAJE 1996; Dunscomb and Hill2002, 11-12). Reasons given for this include the 
emphases in jazz on improvisation, cultivating a personal style, composing and 
arranging, playing in smaller groups (in which interaction and freedom of 
interpretation are much more possible than in a large group), and in which 
performers are major factors in the formation of a musical product. It seems 
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taken for granted that if students are involved with playing jazz they will 
necessarily have more creative experiences and, as a result, greater creative 
awareness, confidence, and ability. Creativity is prized in education not only as 
an artistic skill, but also as a trait that is increasingly important to career success 
and a significant factor in self-growth (P. M. Jones 2005). 
Secondary school jazz education, however, is characterized much more 
by re-creation than creation. This is at least in part a result of the formalist values 
of jazz tradition embraced by the academic world. Repertoire consists mostly of 
"classics," "new" compositions that are replications of earlier styles, or 
arrangements of standards and jazz tunes that already exist in many variations. 
Improvisation-often cited as the key ingredient of jazz and the hallmark of 
musical creativity-is scarcely attended to in school jazz ensembles, and 
composition and arranging even less so. Rhythm section players often play 
accompaniments that are completely notated rather than constructing their own, 
and many arrangements include written "improvised" solos for students to play. 
Within the conductor's score for these publications is often a description by the 
composer/arranger of how the music ought to be played, with specific 
recommendations for technical execution or stylistic interpretation to be shared 
with the band (and sometimes, the audience!). All of this hardly seems like a 
vehicle for developing creativity and personal expression. Does jazz education 
merit consideration as a creativity-enhancing form of music education? What are 
the signs of creativity in music education, and how does it benefit students? An 
131 
examination of these questions will 1) highlight the benefits of creativity in music 
education research literature, and 2) challenge the notion that status quo 
secondary school jazz education practices promote more creativity than other 
music education programs (especially other secondary school performing 
groups). 
Creativity, of course, seems like it would be a central feature of any arts 
education, given the obvious association of the arts with creativity. The frequent 
invocation of creativity as an asset of arts education means that society must 
value creativity enough to ensure its place in compulsory education. But beyond 
an intuition that creativity is important, it becomes challenging to articulate what 
creativity is, how it benefits people, and how arts education-and specifically 
music education-fosters creativity and its attendant benefits.59 Creativity is an 
interest for psychologists, sociologists, educationalists, and philosophers, each of 
whom seek to explain creativity by different means (Barrett 2005, 177-178). How 
creativity is defined, identified, or implemented in music education has bases in 
all of these constructions of creativity. The claims to the creative value of 
secondary school jazz education should be examined on the basis of research 
on creativity in music education, rather than assumed to be a built-in feature of 
jazz education. This requires a summary of related literature on creativity in 
music education, which I undertake in the next section, against which a 
comparison to jazz education practices can be made. 
59. Abeles, Hoffer, and Klotter (1984, 148) make this point elegantly: "Creativity and good 
music have at least two things in common: 1) Everyone is in favor of them, and 2) there is little or 
no agreement about what they are." 
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Creativity in Music Education 
Hickey (2002, 398) indicates that creativity involves a combination of 
novelty and utility, and is largely defined by the outcome: "A creative product is 
one that is both novel (to its creator) and is 'appropriate' or 'valuable' in the 
context of a domain, and a creative person is one who produces creative 
products." Elliott (1995, 215-237), largely informed by creativity theories of 
Csikszentmihaly (1996) and Gardner (2011 ), similarly describes creativity as 
encompassing both "original" and "significant" productivity requiring a certain 
level of acquired skill. Webster (2002, 26) takes a broad view that encompasses 
psychology, sociology, and philosophy in his description of creativity: "Creative 
thinking is a dynamic process of alternation between convergent and divergent 
thinking, moving in stages over time, enabled by certain skills (both innate and 
learned), and by certain conditions, all resulting in a final product." While all of 
these writers might differ on how to qualify them, the necessary characteristics of 
creativity seem to be a certain level of original production within a particular 
context, utilizing acquired skills. 
While Elliott argues that creativity can accompany a variety of musical 
activities (composing, improvising, performing, conducting), he holds that these 
activities can also occur without meeting the criteria of creativity, suggesting that 
skill and attention are as important to his concept of creativity as originality. 
Others seem to value originality to a higher degree; Dobbins (1980, 37), for 
example, writes: "The ability to play a Beethoven sonata or an Art Tatum solo is, 
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by itself, no more an indication of musical creativity than is the ability to read a 
Shakespeare play an indication of the ability to use the English language 
creatively." Kennedy (2000, 132) writes that creativity in music education 
"encompasses all activities in the music classroom that foster originality and 
imagination. Thus, improvising with voices or on musical instruments; composing 
rhythms, melodies, and entire pieces; rhythmic and otherwise creative 
movement; and devising musical instruments would all fall under the banner of 
creative music making." Quinton (2012, 34) observes: "It would be seen as 
strange if fine arts students spent all their time copying, and never created 
original art. In comparison, it is common to complete a course in band without 
ever creating anything original." 
As Quinton points out, despite the high association of original music-making 
with creativity, such activities are atypical of secondary school music education.60 
If, as Abeles, Hoffer, and Klotman (1984, 153) say, "being educated in music is 
not only learning to reproduce or listen to what others have done," what potential 
benefits are students being denied by the lack of original music-making in 
schools, especially the type most associated with jazz education: improvisation? 
One claim about creative music making is "that through it the students learn 
music better" (Abeles, Hoffer, and Klotman 1984, 153) because it requires higher 
concentration, effort, critical thinking, and application of concepts and skills in 
concrete (and, in the case of improvisation, real-time) contexts (Azzara 2002). 
60. For an historical overview of the "checkered and uneven road" of original music 
making in American schools, see Kennedy (2000). 
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Giordano (2011) writes, "As music students learn new concepts, composition 
· helps reinforce their understanding."61 Sawyer (1999) argues that, while the 
musicianship benefits of improvisation are valid and valuable, the emphasis on 
creativity as a vehicle for content mastery in music education has obscured the 
possible social benefits of improvisation. He points to the collaborative nature of 
improvisation-in which musicians create together interdependently rather than 
simply concurrently-as a process in which students can learn how to think, act, 
and communicate in more than just musical ways: 
Musical improvisation-because of its parallels with everyday 
conversation-can teach children how to engage in collective social 
action. It could help teach them collaborative abilities; it could help them to 
solve problems in group settings, or to brainstorm with others to come up 
with a creative group innovation. It could teach them how to co-ordinate 
their own creations and insights with the constraints and limitations of the 
evolving social world. (Sawyer 1999, 203) 
The interactive, collaborative nature of group music-making is problematic in 
relation to the individualized evaluation and assessments that are central in the 
current secondary school climate; however, as Barratt and Moore (2005) have 
argued, group assessments can be a more effective way to critique students in a 
jazz ensemble setting. This suggests that the social component of creativity in 
61. The idea that creative activities "enhance" concept and skill learning is taken for 
granted in music education circles. For example, the National Association for Music Education 
(NAfME) published some tips for incorporating composition in secondary school music classes 
which included the following: "Composition activities can boost learning. McAnally stresses the 
benefits in conquering the challenges: 
Composing is time consuming. Creating a melody of even four or eight measures, 
requires time to improvise, develop, and revise musical ideas. However, composing 
further develops other musical skills-improvising, listening, and notating. 
Students need to know the basics of notating rhythm, meter, and pitch to notate a 
finished piece. They then discover the importance of notation, especially when they play 
each other's compositions." (Brown 2009) 
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jazz music making could be of special value in current educational environments, 
even as it is (or perhaps because it is) counter to the individual focus of most 
secondary school assessments. 62 
Creativity is also regarded as a benefit of its own that transfers from 
musical activities to other aspects of life, making it an appealing byproduct of 
music education that is cited as an advocacy point (P.M. Jones 2005).63 In 
addition to these benefits, creative music making is also believed to strengthen 
students' identity formation. Elliott (1995, 229) argues that "self-growth, self-
knowledge, flow, and self-esteem are the motivations and the payoffs of striving 
for creative musical results."64 The personal connection to creative music 
making-having "skin in the game," as it were-seems to facilitate greater 
meaning-making among people, reinforcing their identity as musicians or, at the 
very least, musical persons (Azzara 2002; P. M. Jones 2005; Randles 2009, 
2010; Quinton 2012). 
The kinds of activities that can actualize the benefits of creative music 
making are "open-ended and intrinsically motivating tasks" (Hickey 2002, 405). 
62. Recent policies such as the No Child Left Behind Act and Race to the Top emphasize 
individual assessments based on standardized tests, and teacher evaluation models increasingly 
incorporate such individualized "results" into measures of teacher effectiveness. 
63. The following is part of NAfME's statement on standards: "By studying the arts, 
students stimulate their natural creativity and learn to develop it to meet the needs of a complex 
and competitive society .... The educational success of our children depends on creating a society 
that is both literate and imaginative, both competent and creative. That goal depends, in turn, on 
providing children with tools not only for understanding that world but for contributing to it and 
making their own way" (Consortium of National Arts Education Associations 2012). 
64. Note that Elliott's definition of creativity encompasses more kinds of musical activity 
than those specific to this context (i.e., improvisation, composition, arranging), which are 
generally associated with being "more creative" aspects of music because of the degree of 
originality involved. 
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Unfortunately, the concept of jazz tradition that dominates secondary school jazz 
education favors compartmentalized, externally imposed tasks, extending from 
the mentality that dominates other secondary school music instruction (bands, 
orchestras, choirs), and school-based education at large. Sawyer (1999, 192) 
summarizes it this way: 
Music educators have traditionally been concerned with teaching skills 
related to the notated music of the European canon: composition, reading, 
and instrumental performance. All of these skills are individual skills, skills 
that a student could rehearse at home, alone. In fact, by focusing on 
individual skills, music educators are no different from traditional 
pedagogy in all fields-where 'education' is conceived of as a 
transmission of information or skills from teacher to student, and where 
the student's progress and performance can be evaluated in isolation. 
As Sawyer and others (Beale 2001; Mantie 2008; Gatien 2009) have observed, 
secondary school jazz education does not usually take the form of "open-ended 
and intrinsically motivating tasks," and despite the potential of jazz to provide a 
context for exercising the creative values often associated with it, there is little to 
distinguish it from its large ensemble counterparts as a more fruitful model for 
creative activity. 55 To the extent that improvisation or other creative music-
making activities are pursued, they tend to emphasize imitation rather than 
innovation (McMillan 1999). The academic understanding of jazz tradition as 
demonstrated in secondary school jazz education practices reinforces the values 
of replication and preservation much more than it enables or enjoins creativity in 
65. Sawyer (1999, 193) writes, "Improvisation is rarely used in school music 
programmes. However, even those music educators who use improvisation still follow this 
traditional, individualistic approach to teaching-they are using improvisation to benefit individual 
musical ability. Improvisation is considered to be a useful pedagogical technique, to the extent 
that it improves individual performance." 
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students. 
The number of students "playing jazz" may be rising every year, but the 
experience they are having is not necessarily contributing to their growth as "jazz 
musicians" per se, or more importantly, as independent music makers (Mantie 
2008). The result of thousands of students playing the same and/or similar 
commercial arrangements, working from the same or similar method books, 
receiving codified interpretive instruction, and playing in standardized 
instrumentation has resulted in a homogeneity of style and skills among student 
jazz musicians that critics of jazz education have targeted for years (Bowman 
1982; Ricci 1982; Collier 1994; Ake 1998; Beale 2001; Chapman 2003; Barratt 
and Moore 2005; Mantie 2008; Gatien 2009; Wilf 201 0). It is a concern for jazz 
professionals and consumers that American jazz music will continue on a course 
of becoming morbidly uniform as jazz performers increasingly are influenced by 
the standardizing pull of academic jazz experiences, because such uniformity is 
signals a lack of creativity (Nicholson 2005). The concern for music educators 
should be that students are not in fact developing the musicianship skills that will 
serve their personal musical agency as consumers and/or creators of music that 
they perhaps presumed, and for which they argue jazz is an important part of 
secondary school music education. 
It appears that many music educators have assumed that through playing 
jazz music in class, students would naturally develop jazz-related musicianship 
(the musicianship skills they associate with jazz). The assumption that certain 
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musical skills are derived from playing a particular "style" Uazz, classical, rock, 
etc.) rather than from the transmission and performance practices associated 
with certain styles betrays the objectification of jazz (and perhaps other musical 
genres) that is prevalent in school music programs (Gatien 2009). This 
objectification of music-treating styles or categories as "things" instead of as 
human practices66-has effects that reach beyond the kinds of skills that 
students develop. It also influences the way students think about music and 
approach learning. Objectification of jazz in jazz education creates the sense in 
students that jazz skills are "acquired" rather than "developed." This may seem 
on the surface like a minor semantic point, but the distinction is important; the 
former indicates an interest in "what" is learned, while the latter emphasizes 
"how" learning takes place. For example, object-oriented/acquisition-minded 
students concentrate on external resources-books, teachers, workshops, 
degree programs-from which knowledge/skill can be transferred or conferred. 
Alternatively, action-oriented/development-minded students concentrate 
on internal processes-habits, behaviors, practices-through which 
knowledge/skill can be discovered or created. Critics of large ensemble classes 
in schools argue that students learn practices that are largely disconnected from 
66. Secondary school music education is quite influenced by the "work" concept in 
Western musical tradition (Goehr 2007), which emphasizes the importance of musical products 
(scores, performances, recordings) in the construction of music ontology. Within this view, the 
collected structural features of musical products are said to make up "style," while modes of 
practice, behaviors, conceptual frameworks are considered outside of and not attendant to the 
"music itself." Thus, learning to play in a particular "style" is seen as the result of applying the 
appropriate structural features, not thinking or behaving musically in a particular way-it is about 
what is done, not how it is undertaken. 
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their musical lives outside of the rehearsal room; they are following teacher 
instructions rather than creating, reading notation instead of developing aural 
recognition (Deci and Ryan 1985; Green 2002; Szego 2002; Bowman 2004; 
Rodriguez 2004; Prouty 2006; Lebler 2007; Green 2008b, 2008a; de Bezenac 
and Swindells 2009; Rodriguez 2009; Vakeva 2009). 
Musical learning need not be understood in rigid binary terms, for aspects 
of both orientations can be combined and can complement each other. There are 
merits to learning to follow a conductor, read notation proficiently, or blend in a 
large group. The problem is that students who learn only these practices are 
dependent on external resources for music making and do not typically develop 
musical agency that will enable or inspire them to initiate and sustain 
independent musicianship outside of school (P.M. Jones 2008, 2009). Current 
jazz education practices imitate the traditional large ensemble practices to such a 
high degree that they are not in sync with the rationale for jazz education of 
developing lifelong, flexible musicianship for students. 
Developing Flexible Musicianship and Personal Music Agency 
If the traditional practices of secondary school music courses (including 
jazz ensembles) are not conducive to developing the kinds of musicianship skills 
that are commonly associated with jazz, what kind of classroom practices are 
related to the development of such skills? Literature suggests that such skills are 
not tied so much to the style of music the students perform, but the manner in 
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which they go about learning to play this music. Lucy Green's (2008b) study of 
secondary-level students in the United Kingdom suggests this to be the case. 
Students in this study learned music in ways that were inspired by the informal 
learning styles of musicians who play popular music styles. Characteristics of this 
style include a high level of student autonomy about what is learned and how to 
go about learning it, student guidance of the creative process, significant use of 
aural learning methods, and collaborative decision making. This took place in 
small groups of students singing and playing instruments of their choice, which 
included instruments common to popular music (guitars, drums, keyboards) as 
well as instruments common to traditional school ensembles (trumpet, 
saxophone, violin). The study culminated in students applying this learning style 
to learning a classical music selection. A major implication of this study is that 
musical skill development is less dependent on what style of music is being 
performed and more dependent on the learning process. 
The particular skills commonly associated with jazz musicianship-strong 
aural skills, improvisatory proficiency, individuality of style, adaptability across 
blurring genre lines, composition and arranging ability-seem more in sync with 
behaviors and thinking patterns that are fostered by informal learning practices 
(e.g., creative and contextual problem solving skills; autonomously directed and 
regulated activity; synthesis; open-ended discovery and broad goals; relevance 
and authenticity of learning projects) (Boekarts and Minnaert 1999; Green 2002, 
2004; Jaffurs 2004; Rodriguez 2004; Green 2008b ). Aural imitation, self-guided 
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learning, and problem solving in the context of live performance are typical of 
informal learning experiences; they are also typical of the way jazz musicians 
learned their craft before jazz became part of formalized music education. This is 
not to say that jazz musicians did not have any formal musical training before the 
school and university jazz programs, because many in fact did have various 
experiences varying from private lessons to conservatory studies. 67 However, 
informal training played a significant role in developing their musicianship skills 
relevant to playing jazz. Copying from recordings, learning "on the job" and from 
mentors in casual settings like jam sessions, creating their own solutions to 
technical problems and experimenting were keys to building the skill sets they 
valued in jazz (Berliner 1993), the same musicianship skills that are commonly 
referred to as salient benefits of learning jazz in schools: creativity and originality 
in expression, adaptability and spontaneity, pragmatism. 
It is important to note that, while these flexible musicianship skills are 
frequently associated with jazz, and the important role of informal learning styles 
in jazz is well documented, reductive concepts of informalism versus formalism in 
musical learning and aural versus written concepts of music are problematic. For 
instance, Prouty (2006) observes that to categorically describe jazz as an "oral" 
(or "aural") tradition is to overlook that 1) concepts of oral and written are not 
67. Berliner (1993, 55) writes, "From the earliest days of jazz, influential artists have 
studied classical music at private conservatories or acquired technical performance skills from 
teachers with conservatory and academic backgrounds .. . Uitimately, associations between jazz 
artists trained by ear in African American music and those with additional academic training blend 
differing worlds of musical knowledge, thus contributing to a mutual artistic exchange that 
continually enriches jazz tradition ." He also notes that "increasingly since the fifties" academic 
jazz education has been part of many jazz artists' training. 
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always clearly distinguishable, and 2) all musical styles include some degree of 
immediacy and mediation (visual or otherwise). Put simply, no musical tradition is 
strictly "oral" or strictly "written," despite frequent invocations of these terms to 
describe jazz and classical music, respectively. However, certain kinds of 
learning experiences do generally fall toward the poles of formalism or 
informalism (Jaffurs 2004, 2006), and these practices generally emphasize 
different values of musicianship (Mans 2009). In the case of secondary school 
jazz education, it seems clear that formal practices and values remain normative, 
despite running counter to the musicianship rationale upon which secondary 
school jazz education is predicated. 
The practices of secondary school jazz ensembles described earlier 
clearly correspond with the characteristics of formal learning. Yet, some of the 
musicianship skills that theoretically form an important rationale for secondary 
school jazz ensembles correspond to informal learning practices. This is a 
multifaceted paradox for teachers: Do teachers continue emphasizing the 
musicianship skills built through formal learning practices while espousing value 
for the musicianship skills that largely come through informal learning practices? 
Do they sacrifice certain short term, group-oriented goals in jazz ensembles that 
coincide with the overall music program in pursuit of outcomes that might be 
more beneficial to students individually and in the long term? Is it possible to 
pursue the kinds of skills that can really distinguish jazz experiences from 
traditional school music experiences when schooling, by its very nature, is not 
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consistent with the types of practices that most lead to those skills? If the 
rationale for jazz education of flexible musicianship and personal music agency is 
abandoned, what is left to justify jazz education (vs. classical chamber music 
ensembles, for example), and are those justifications compelling? 
Suppose that teachers retain the belief that lifelong music-making is an 
important rationale for jazz education in secondary schools. The status quo 
practices of secondary school jazz ensembles are not satisfactory for developing 
these skills, despite the common association of these skills with playing jazz 
music. However, alternative practices-those kinds of learning activities that are 
characteristic of informal practices-are not generally compatible with schooling 
(in its present state). Furthermore, teachers are not equipped with the kind of 
training that would allow them to implement or adapt informal learning practices 
to schooling (even if they had the institutional flexibility to do so). Green's (2008b) 
study offers a potential model of how such informal learning practices might be 
incorporated into a school situation, but to incorporate this kind of curricular 
change in American schools is likely beyond the reach of most teachers in the 
near term. Additionally, reaching a level of skill that makes musical agency 
feasible for students takes considerable time and effort, not to mention dedication 
and commitment on the part of students. The challenges of scheduling, class 
sizes, school traditions, and institutional patterns and structures of music 
education are daunting obstacles. Additionally, a wholesale shift to such a 
different model of jazz education would also mean abandoning some of the 
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beneficial aspects that students, schools, and teachers do see in the current 
paradigm of secondary school jazz education. It is safe to assume that any 
model for music education will have its limitations and drawbacks, and there are 
certainly qualities of the status quo in secondary school jazz education that 
contribute to its popularity amongst students, teachers and the music education 
profession: many students must be having a satisfying experience, and teachers 
must feel that there is musical-educational value as secondary school jazz 
ensembles are becoming an increasingly significant part of secondary school 
music education. The problem, then-and the point of this discussion-is not so 
much what is being done in secondary school jazz education; the problem is that 
what is being done does not match up with what, ostensibly, ought to be done 
based on the rationale and aim of developing students' musical agency through 
"jazz" musicianship skills. 
This leaves teachers in the position of maintaining the practices of the 
status quo-which emphasizes written-tradition musicianship skills, such as 
reading notation, following a director, uniformity, canonicity, and adherence to 
academic convention-while operating under the theory that they are helping 
students develop oral-tradition musicianship skills. Teachers that become aware 
of this discrepancy must realize that they are pursuing some different goals with 
their students than what is commonly advertised. When the elements of 
musicianship that are supposed to distinguish jazz from classically-influenced 
traditions of music education are missing, there is not much difference between a 
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jazz ensemble and a concert band, choir, orchestra, or chamber music group. 
This criticism is not an attempt to disparage those ensembles, the music that is 
played in those ensembles, the skills that are learned or the enjoyment that can 
(and does) come for many students from participating in those ensembles. 
However, to claim that jazz education is somehow different-that it is building 
different musicianship skills-while undertaking mostly the same practices is 
flawed and misleading. This is particularly important to recognize given the 
prominence and attractiveness of the flexible musicianship argument as a key 
rationale for secondary school jazz education. 
Herein lies the paradox: the musicianship rationales for secondary school 
jazz education set it apart from other secondary music education endeavors, but 
the musicianship practices of secondary school jazz education are practically 
indistinguishable from them. This is important because the practices determine 
what kind of musicianship skills students develop, not the stylistic genre of the 
music they play. Realization of this point means accepting that status quo 
secondary school jazz education does not offer something substantially different 
(from a musicianship standpoint), which means that either some of its major 
justifications are invalid or that the existing paradigm is grossly unsuitable for its 
task. The sustained interest in secondary school jazz programs suggests that 
teachers and students value jazz education. Perhaps they do not value it for the 
same reasons that are often used to justify its existence, such as the 
musicianship rationales; teachers who do believe in this rationale must confront 
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this unsettling inconsistency, placing them in the eye of the paradox-a place 




Paradox #3: The Shrinking Jazz Market and the 
Growing Jazz Education Industry 
I described in the previous chapters the paradoxes in secondary school 
jazz education that stem from concepts of jazz tradition and jazz musicianship. I 
explain in this chapter a paradox that stems from the interactions of secondary 
school jazz education and music industry. Jazz can be understood as a market 
(Barber 2010; Laing 2012), one that both influences and is influenced by the jazz 
education industry. Teachers and students in secondary school jazz education 
are not likely to consider themselves as part of the "business" of jazz education, 
as their professional goals are not generally economic (making monetary profits). 
Consequently, they may be unaware of or indifferent to the reality that jazz and 
jazz education are industries, and market forces continuously shape their 
options, opportunities, and choices. Supply, demand, commoditization, 
mediation, corporate power, and technology are among the market forces whose 
effects are felt by the jazz music industry as well as the education industry. Jazz 
education, which has a role within both the jazz and education industries, is 
affected by developments in the jazz and education markets. 
A market is simply the supply of, demand for, and exchange of a particular 
sphere of goods and services (Laing 2012, 290). The jazz market, then, consists 
of a market for goods and services related to jazz. This market could also be 
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segmented to parse goods and services specific to jazz education. While some 
goods and services of the overall jazz market may be brought into the practice of 
jazz education (recordings, concerts, musical equipment to name a few), some 
goods and services are identifiable for their specific value to teaching and 
learning about jazz or how to perform jazz. The primary example of "goods" in 
the overall jazz market would be audio and video recordings of jazz music, 
although other kinds of merchandise abound-from printed music and books 
about jazz to posters and T-shirts. Goods within the jazz market might consist of 
the materials and resources used by professional musicians (instruments, sheet 
music, musical equipment, etc.), "kitsch" items for fans that denote their identity 
as a jazz lover (John Coltrane T-shirts and Downbeat hats come to mind), 
connoisseur pieces and collectibles (obscure boxed set recordings, vintage 
items), or media (magazines, trade journals, books and videos about jazz). 
Resources related to jazz education include pedagogy guides, play-along and 
instructional materials, textbooks, published repertoire, and all of the instruments 
and equipment needed by student players and educational institutions. While 
some of these items would also overlap with other markets and industries, they 
share the common thread of consumer interest in jazz. 
Services in the jazz market include creating and performing music as well 
as the activities that support those endeavors, such as marketing and promotion, 
management of artists and performance venues, recording engineering and other 
skilled production roles. Some of these services clearly require specialized 
149 
musical skills, such as (obviously) performing and teaching, while others require 
business and/or technical skills that are not musically based but have found a 
niche within the jazz market. 
Jazz education services include activities such as teaching, 
composing/arranging and writing pedagogical resources, and administering jazz 
education programs, events, and organizations. Teaching may take the form of 
private instruction, K-12 teaching positions, collegiate or university faculty 
positions, or as part of special workshops or programs (such as summer music 
camps or as a guest artist/clinician for a school group). Behind every jazz 
education program (be it affiliated with a parent institution or independent of one) 
are people who structure, plan, implement, and staff these events. Organizations 
that promote jazz education may be aimed at increasing the general public's 
interest in and knowledge of jazz, or may be focused on enhancing jazz 
education efforts within institutional music education.68 Composers and arrangers 
produce written repertoire for study and performance that accommodates 
students of all levels, especially those who are not yet able to meet the technical 
or conceptual demands of professional repertoire. All of these materials must be 
published as well, along with the marketing and distribution that goes along with 
that. 
68. Examples of the former include the American Jazz Museum in Kansas City, Missouri, 
Jazz at Lincoln Center in New York City, and the Jazz Arts Group in Columbus, Ohio. The major 
example of the latter, The International Association for Jazz Education (IAJE), dissolved in 2008 
(Ratliff 2008), but other examples include The International Association of Schools of Jazz (IASJ), 
Jazz Education Network (JEN) and state-level organizations which are often affiliates of other 
music education associations and/or originated as chapters of IAJE. The relationship of jazz 
education organizations and the jazz industry are examined later in this chapter. 
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Goods and services like those above make up the supply force of the 
market, while consumers constitute the demand force. Consumers in the jazz 
market are driven by professional needs (musicians, teachers, music industry 
who need certain goods and services to do their work)69 as well as personal 
desires (enjoyment, affiliation). Consumers in the jazz market include those who 
buy recordings, attend live performances, hire musicians, and listen to jazz radio. 
However, jazz consumption extends beyond the cadre of dedicated listeners: 
corporations use jazz as an advertising or marketing vehicle (Chapman 2003, 22; 
Barber 201 0), people who may not be regular jazz listeners still hire jazz 
musicians for background music at restaurants, corporate events, and private 
parties,70 and taxpayers support jazz music through publicly funded arts 
organizations and grants.71 Students, schools, universities, and teachers are also 
consumers of jazz, mostly in the form of jazz education goods and services. 
A paradox emerges when jazz is understood as a market, and jazz 
education as an industry within that market: the jazz education industry is 
growing, even while the overall jazz market is shrinking. It is a curiosity that the 
demand for jazz music (i.e., recordings, live performances) in the United States is 
declining, but the demand for jazz performance study within music education is 
69. Note the advertisements in magazines like Downbeat, Jazziz, or JazzTimes, hawking 
instruments, equipment, and publications for musicians. 
70. As a freelance musician I have been hired to perform at many of these events. 
Amazingly to me, it has always provided the majority of my work as a freelance jazz musician (vs. 
playing gigs in "jazz" venues) and while the clientele generally enjoys and appreciates the music, 
they rarely make up what I would consider a "jazz audience." 
71 . Perhaps most notable is the Jazz Initiative of the National Endowment for the Arts 
(National Endowment for the Arts 2012), which includes NEA Jazz Masters Fellowships among 
other programs. 
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rising (Beale 2000; Wilt 2010, 20-21, 35; Ellenberger 2012a). This paradox offers 
a perspective on the history of jazz education that differs from the mainstream 
narrative of jazz education, which focuses on a linear evolution of jazz education 
in which the growth in abundance, quality, and acceptance of jazz education is 
not examined against the dissonant background of diminishing public interest in 
jazz; rather, this narrative emphasizes the role of jazz education in a presumed 
expansion of jazz audiences.72 This paradox also helps to better understand the 
relationship of jazz education to the worlds of jazz music and music education, 
and the ways that their interests, public perceptions, and practical values are at 
play in the world of secondary school jazz education. Finally, it casts doubt on 
the rationale that jazz education in secondary school (at least in its current state) 
effectively builds, expands and sustains jazz audiences.73 
The paradoxical situation of growing jazz education amidst shrinking 
public interest in jazz parallels the history of classical music in American music 
education. Classical music has been a staple of American music education for 
decades in the form of school choirs, orchestras, and bands.74 One of the key 
72. Prouty (2005) observes how jazz education history is often written from an academic 
perspective that does not adequately account for broader cultural contexts. The paradox I 
describe in this chapter only emerges when jazz education is viewed within the more general 
context of jazz in America. 
73. A rationale cited explicitly (MENC and IAJE 1996) and also an underlying thread in 
jazz pedagogy (Dunscomb and Hill 2002; Miles and Carter 2007). "Rationales" for jazz education 
in pedagogical literature tend to operate in service of the assumption that jazz education is critical 
to preserving "the jazz tradition." Figures like Wynton Marsalis, Billy Taylor, and David Baker are 
key proponents of this idea. 
74. While school ensembles (and especially bands, given their historic background and 
relationship to school athletics) have also served social-utilitarian purposes in schools, 
historically, large school ensembles-bands, orchestras, choirs-have operated as mechanisms 
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objectives of these ensembles has been to cultivate not only performers but 
classical music consumers (people interested enough in classical music to attend 
concerts and buy recordings) (Humphreys 1995). Yet, despite the popularity of 
such ensembles amongst students even now, American audiences for classical 
music have steadily dimmed.75 Bands are exemplary of this: although concert 
bands remain one of the most popular incarnations of American music education, 
they are anachronistic in the contemporary music world outside of 
institutionalized education (P. M. Jones 2008). Humphreys (2002) suggests that 
this irony speaks to a misplacement of emphasis in music education: rather than 
prescribing music that students should like and using school music ensembles as 
the vehicle, music educators should foster musicianship through music 
ensembles that will enable students to make more informed choices and 
participate skillfully in their music. This begs the question of whether music 
education should even be in the business of producing audiences for certain 
kinds of music, which ties it also to the economic interests and influences of 
certain factions of the music industry and does not serve the musical interests 
and needs of most in society. 
Publishers, instrument makers, and musicians themselves have much at 
stake economically from the secondary school jazz education and have found 
of the Western art music tradition within schools. See Humphreys (1989, 1995), Battisti (2002) 
and Jones (2008) in particular. 
75. Classical record sales, for example, have become so poor that the president of one 
major classical label acknowledged that "crossover" recordings are the only profitable aspect of 
classical recording, meaning their primary buyers are "people who aren't classical-music lovers" 
(Sandow 2003, 32). 
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partnership with those who have an aesthetic or academic interest in status quo 
jazz education (Humphreys 1995, 35-36). The point here is not to suggest that 
these interest groups are nefarious, or that they consciously intend to oppress 
students; however, it is worth a critical examination of how they affect students 
and the challenges that teachers may experience because of this. I describe in 
this chapter the growing jazz education industry and the shrinking market outside 
of institutionalized education for jazz services. I then examine the factors leading 
to this contradictory relationship, which reveals a paradox for secondary school 
jazz educators who could be steering students for either performing vocations 
that are not available or avocations that do not interest them. 
The Shrinking Jazz Market 
The jazz share of the music market in America has steadily declined for 
decades, as evidenced by lowering record sales,76 the widespread 
disappearance of jazz radio stations,77 and the difficulties of musicians to find 
venues for live performance (Nisenson 1997; Ellenberger 2012a). While some of 
76. The Recording Industry Association of America (RIAA) reported that jazz made up 
only 1.1 % of recording sales in 2008, its lowest point in 10 years and less even than that of 
historically-low classical music (1.9%). The only genres reporting less were soundtracks (0.8%), 
oldies (0.7%), and new age (0.6%). This low percentage of jazz sales is amplified by the steep 
decline in overall record sales , from $14.5 billion in 1999 to $8.48 billion in 2008, meaning that 
jazz sales were a smaller piece of an even smaller pie. These numbers do not even tell the entire 
story; as Jeffri (2003, 40) points out, "Since the emergence of compact disks in 1984, reissues of 
jazz records have far outsold recordings by all but the most popular currently active jazz 
musicians. Moreover, the recording industry's definition of jazz includes popular singers and 
instrumentalists whose general audience success increases or inflates the jazz lables' success." 
77. No full-time commercial jazz radio has existed since the demise of KJAZ-San 
Francisco in 1994. See Hopkins (2006) and Alper (2006) for how the emergence of satellite radio 
fills the need for boutique radio markets like jazz that can no longer be successful in the 
traditional commercial/regional format. 
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these declines can be at least partially attributed to changes in lifestyle patterns 
(the migration to suburbs and decline of urban centers), technology (the ubiquity 
and quality of recorded music) and economics (e.g., staying in to watch television 
or movies rather than going out), there can be no denial that jazz does not have 
a large audience in comparison to other musical styles. In reality, if we are to 
accept record and concert sales as a major indicator of interest, jazz is one of the 
least popular musics in the United States. 
One might assume that the possibilities of music digitizption and social 
media developments might enable jazz musicians to flourish without dependence 
on the support of major record labels. Technology has offered jazz musicians 
new opportunities for producing, distributing, and marketing their goods and 
services (Born 2005; Wallis 2006); through digital media, internet, and social 
media networks, musicians can create high-quality recordings and market them 
around the world at very little expense and without specialized expertise. The 
ability to bypass professional services like recording studio engineering, media 
production, and promotions while reaching a (potentially) worldwide audience in 
direct, constant contact means that artists can have greater control over their 
musical choices and can connect with their listeners more continuously. This can 
be a tremendous asset for those artists who are not affiliated with a major record 
label, but these technologies have not necessarily leveled the playing field 
between artists and recording companies. One reason is that the newfound 
abilities of musicians to mass-produce and market their own music has meant 
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the market has been ever more flooded with available jazz goods and services; 
this oversupply works in favor of the large, multinational corporations that have 
the means to carry out sophisticated, expensive, and visually appealing 
production and marketing campaigns that present their artists in a polished 
manner (Wallis 2006). This not only gives these artists a higher profile, it makes 
them seem more credible and attractive to consumers. These corporations are 
also tapping into the same technological resources as the independent artists, 
but with greater marketing and networking power. In a marketplace overloaded 
with options, consumers tend to look for what immediately stands out or has 
recognition; this obviously favors the large corporations, who manage the biggest 
and brightest stars. Additionally, the compensation from digital music downloads 
and internet radio royalties is not lucrative enough to counter the drop of sales in 
hard-copy recordings and live performance opportunities (Thompson 2011 ).78 
Despite the increased capacity of average jazz musicians to produce and 
distribute their music and services, there is no sales evidence to suggest that 
they have been able to broaden their fan bases (Wallis 2006). Then again, the 
listening patterns of consumers have shifted quite a bit due to these same 
-
technologies. Consumers are not necessarily purchasing music recordings when 
78. New York magazine (Music's new math: Pop's old metrics don't matter 2012) 
estimates artist earnings at $0.25 per digital song download, and royalties on internet streaming 
at $.005 per stream. For their part, Pandora claims that Oscar Peterson (posthumously) earned in 
excess of $10,000 for online streaming, which pales in comparison to the $3 million earned by 
hip-hop artist Drake (Westergren 2012). Assuming all artists receive the same per-instance rate 
of royalties (Spotify does not pay all artists equally (NPR 2013)), this offers some perspective into 
the level of interest in jazz on internet radio compared to other music genres. Ironically, some jazz 
musicians urged Congress to ease required royalty amounts on digital music streaming so that 
jazz would not be completely nudged out of the market (Van Buskirk 2007). This after jazz has 
already been pushed out of the broadcast radio market-which does not pay royalties to artists. 
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so many are available for free through internet "radio stations" like Pandora, 
Grooveshark, and Spotify, or on YouTube, making it difficult-in terms of sales 
figures-to gauge consumers' interest in jazz.79 While the number of jazz 
consumers is somewhat speculative, it is known that the demographic of the jazz 
audience has shifted considerably, from young urban males to an older, whiter, 
upper middle-class set (Laing 2002; Ellenberger 2012b, 2012a). Jazz became 
associated with sophistication, intellectualism, and luxury living in the late 1980s 
and 1990s (Levine 1989; Nisenson 1997; Ake 1998, 2002; Porter 2002; 
Chapman 2003), and the marketing of jazz (and use of jazz in marketing other 
products) has played to this public image of jazz (Barber 2010). This has 
contributed to the idea that jazz is not accessible music, a notion that is 
simultaneously a source of pride for many jazz musicians and listeners, but also 
a grumbling point when they feel marginalized.80 Meanwhile, many top-tier 
American jazz artists spend a significant amount of time touring in Europe, 
Japan, and other points outside of the United States, where they can attract · 
broader (and larger) audiences for concerts and club dates (Laing 2002; 
79. McMullen (2013), interestingly, tracked the music preferences of internet music 
listeners by following social media. In his particular project, jazz accounted for just 1% of the 
listenership on Songza. 
80. Lamenting the declining share of jazz in the music market, Teachout (2009) writes: 
"What does this tell us? I suspect it means, among other things, that the average American now 
sees jazz as a form of high art. Nor should this come as a surprise to anyone, since most of the 
jazz musicians that I know feel pretty much the same way. They regard themselves as artists, not 
entertainers, masters of a musical language that is comparable in seriousness to classical 
music-and just as off-putting to pop-loving listeners who have no more use for Wynton Marsalis 
than they do for Felix Mendelssohn." Marsalis expressed his disgust with jazz being dismissed as 
"elitist" by American audiences: "It's just ignorance being celebrated to the highest level. If 
somebody wants to say anything that has any kernel of intellect, immediately the word elitist is 




The overall American jazz market reflects a narrow, aging consumer 
demographic in art-jazz formats (Williams and Keen 2009), yet there is a sector 
of the jazz market that concentrates on pop-jazz, which reaches out to a slightly 
different demographic and through greater mediation. This so-called "smooth 
jazz" market is primarily radio-based (rather than album-based); as form follows 
function, jazz that is aimed primarily at radio play has some different 
characteristics and aims than jazz that is conceived as art (or "artsy") music 
(Barber 201 0). Radio is commercially driven, reliant on advertising revenues that 
are priced according to stations' or programs' ratings; this means having broad 
appeal and fairly quick turnover of songs to keep listeners interested. Art-jazz 
recordings tend to be longer, less regularly paced, and more widely ranging in 
emotional and expressive style than radio-oriented music; smooth jazz is the 
answer to this, giving some of the familiar sonic cues of jazz but in a format that 
is more predictable and concise, while also blending crossover appeal from pop, 
R&B, rock, and gospel styles (Barber 201 0). Market research on consumer 
preferences influences the production of this radio-oriented jazz, further 
restricting the musicians' role to resemble "rationalized and alienated musical 
labour" (Born 2005, 25-26). Smooth jazz is often criticized for a lack of creativity, 
passion and authenticity compared to more art-oriented jazz; such criticisms tend 
to ignore that smooth jazz and "art" jazz are different precisely because they 
serve different purposes, and thus perhaps they should not be judged according 
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to the same aesthetic standards. 81 In any case, both are subject to mediating 
forces of large corporations whose primary interest is making a profit on musical 
commodities, even if this takes slightly different shapes. Smooth jazz is still a 
small niche market in the scheme of the music industry, even if its appeal is 
different than that of art jazz (Barber 201 0; Laing 2012, 292-293). 
To say that jazz is unpopular in the United States is not to say that jazz is 
unimportant. To the contrary, jazz may enjoy greater public esteem in the United 
States than ever before (Nisenson 1997; Ellenberger 2012b ). Like classical 
music, jazz is currently regarded as a serious art form that has produced 
profound musical expressions, some of which are worthy to be preserved among 
history's great works of art. In the United States, jazz is even considered to be 
one of the great national treasures, an American cultural achievement that 
embodies American values such as freedom, individualism, and ethnic 
integration (DeVeaux 1991; Williams 1993; Nisenson 1997; Peretti 1997; Ake 
2002; Porter 2002; Chapman 2003; Marsalis and Ward 2008). And, like classical 
music, jazz is seen as a marker of sophistication and high culture, even if it is of 
a different cachet from classical music. However, this increased association of 
jazz with musical, cultural and economic elitism has likely alienated casual 
consumers and contributes to the perception that jazz is only for the few-a 
major factor in the shrinkage of the market for jazz goods and services. 
81. An important note: one of the complexities of jazz has always been its ambiguity vis-
a-vis music as art (i.e., classical music) and music as entertainment (i.e., popular music). Jazz 
tends to overlap both, opening it to criticism from purists who think it should occupy a particular 
position toward one pole or the other. Music that is too popular makes an artist a "sellout," while 
music that is too esoteric might be considered "unsoulful." 
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The Growing Jazz Education Industry 
The demand for jazz education goods and services in North America has 
greatly increased over the past few decades (Beale 2000; Ellenberger 2012a), in 
stark contrast to the decline of demand for jazz music (performers, recordings). 
Examples of goods that have flooded the market are books on jazz pedagogy 
(Baker 1979; Sherman 1982; Lawn 1983; Kuzmich and Bash 1984; MENC and 
IAJE 1996; Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 2002) and 
method/instructional books (Clarke 1982; Berg 1998; Sorenson and Pearson 
1998; Steinel; Sorenson 2011 ), practice aids,82 notation and instructional 
software,83 educational repertoire (from school big band and vocal jazz ensemble 
arrangements to duet books for private lessons or practice), published 
transcriptions of recorded performances,84 recording compilations and historic/a! 
videos,85 textbooks (mainly for postsecondary level) on theory (Haerle 1980; 
82. While jazz musicians typically use some of the same practice aids as other musicians 
(metronomes, tuners, mirrors, recording devices), there are also practice aids aimed specifically 
at jazz, especially for practicing improvisation. Play-a-along recordings are probably the most 
ubiquitous, allowing students the opportunity to practice improvisation in a more life-like context. 
There are also numerous ear-training practice tools, and "The Amazing SlowDowner" to facilitate 
transcribing. Elevation is a software program that allows users to manipulate their recordings for 
practice purposes. Band in a Box allows students to create, manipulate, and play along with 
accompaniments to songs in various keys and tempi. 
83. Finale and Sibelius are the common notation software programs used in academic 
settings. Others include Notion, MagicScore, MusicEase, Mozart, and a host of free onl ine 
programs with more limited capabilities. Instructional software includes theory and ear training 
programs such as BigEars, multi-function programs like The Real Book Software and iReaiB Pro 
(digital fake books that also include other capabilities in conjunction), and MiBAC Jazz (Music 
Instruction By A Computer). 
84. Just using alto saxophone as an example, one can find anthologies of artists or 
collections by single artists (Benny Carter, Paul Desmond, Cannonball Adderley, Eric Dolphy, 
Frank Morgan, Kenny Garrett, etc.), most notably the Charlie Parker Omnibook (Aebersold and 
Slone 1978) which features transcriptions of some of Parker's most famous recorded work and 
comes in versions transposed for E-flat, B-flat, and bass clef instruments. 
85. The Jazz Icons video series (Reelin' in the Years Productions 2011 ), now up to 5 
volumes, contains dozens of DVDs of historic jazz videos. JAZZ: The Smithsonian Anthology and 
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Levine 1995; Russell 1953/2001 ), history (Gioia 1997; Megill and Demory 2003; 
Giddins and DeVeaux 2009), and appreciation (Tirro 1995; Lawn 2007; Gridley 
2012), and of course musical instruments and equipment (sound reinforcement, 
music stands, cases, mouthpieces, reeds, etc.). The supply of services has also 
increased: more people are teaching jazz in schools, universities, at festivals, 
contests and summer camps, and in private lessons. The phenomenon of "guest 
artists" or "clinicians" coming to schools and universities to perform and instruct 
has become widely common, and many jazz performing artists now incorporate 
teaching as a regular part of their professional activities (Beale 2000; Wilt 201 0). 
David Baker (1979) was the first to publish a pedagogy manual for jazz 
teachers. 86 There was certainly much doubt about whether or not jazz skills could 
be taught (and/or systematically learned) at the time Baker published his book, 
which was a major impetus for writing it. Baker's focus was postsecondary level 
jazz education,87 but he did include some considerations for high school 
pedagogy. Baker's work is still a somewhat standard pedagogy text in university 
jazz programs, but has also been followed by a number of works that are aimed 
at secondary school music educators and music education students (Lawn 1983; 
Dunscomb and Hill 2002; Jarvis, Beach, and Wiest 2002; Miles and Carter 2007). 
Ken Burns Jazz Collection are examples of recordings chosen for their historic importance, while 
there are countless compilations themed by artist, era, or style, as well as mountains of reissues. 
86. The jazz education publications that predate Baker-notably Coker (Coker 1964, 
1975, 1978), Aebersold , and Baker's other earlier works-are formative resources for teaching 
and learning jazz (see Kuzmich 1984 ), but are not aimed at how to teach jazz or construct a jazz 
curriculum. 
87. Coker's (1989) The Teaching of Jazz is also aimed at postsecondary level jazz 
education. 
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These texts have greater emphasis on promoting and building jazz programs, 
selecting repertoire, rehearsal techniques, and style points than on 
improvisation88 and organization of a comprehensive curriculum,89 since 
secondary school jazz education rarely encompasses more than jazz ensemble 
experiences. These texts have become necessary as jazz has become an 
expected part of the skill set of practicing and aspiring secondary school music 
educators (Colwell and Goolsbly 2002, 445). 
Instructional books, many specifically on improvisation, have abounded 
(Adler 2004 ). While jazz instructional texts have been around for many years, the 
phenomenon exploded with the introduction of Jamey Aebersold's series of play-
along recordings, which numbered over 100 volumes as of 2013. Aebersold 
Publications has expanded beyond the play-along series and also publishes 
many other instructional jazz titles and resources on topics ranging from ear 
training to instrumental technique to transcriptions. Media types include audio 
and video recordings and software in addition to books and printed materials. 
Aebersold's catalog of products alone is extensive, but not the only collection of 
materials.90 Software such as SmartMusic combines repertoire (such as lead 
sheets, including some volumes from the Aebersold play-along series and some 
from Wynton Marsalis's repertoire), instructional resources Uazz method books 
88. Poulter (2008) offers a departure from this in his guide to teaching improvisation in 
school settings. 
89. One exception would be MENC's (1996) Teaching Jazz: A Course of Study, which is 
primarily a curriculum guide. 
90. Major music publishers such as Alfred, Hal Leonard, and Mel Bay have their own 
growing collections of play-alongs and other improvisation instruction and practice materials. 
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like Essential Elements for Jazz Ensemble and Standard of Excellence Jazz 
Ensemble Method), and practice aids (such as play-along record ings to all 
repertoire and exercises, with the ability to change tempi and keys and to input 
new practice materials) into a multifaceted, interactive tool. 
Repertoire for jazz education has also seen a surge over the past few 
decades (Beale 2000).91 The growth of jazz ensembles in schools has created a 
niche for composers, arrangers and publishers creating graded big band, vocal 
jazz ensemble, and combo charts, tap into current trends and familiar tunes, and 
enable students to cultivate certain stylistic performance practices. As in the 
concert band world, there are "transcriptions"-arrangements for jazz ensemble 
that replicate music originally conceived within a different instrumental format92 
(usually pop music)-and there are also "classics" that are considered part of the 
"standard repertoire" for jazz ensembles.93 Some of these classics are also 
offered in simplified formats that enable younger groups to perform them in a 
reasonably similar format. Additionally, there is an abundance of new 
compositions and arrangements that are originals but based on classic styles or 
feature contemporary music (popular tunes , movie themes, holiday music) in a 
jazz ensemble format. While many of these titles include space for improvisation, 
91. The Aebersold Publications onl ine catalog, as of this writing , boasted well over 600 
titles under the category of "arrangements," featuring configurations as diverse as big band , string 
sextet, and oboe duets. Sierra Music, J.W. Pepper, and Walrus Music also feature large 
collections of big band arrangements aimed at student ensembles, as well as arrangements for 
smaller groups. 
92. Such as Stevie Wonder's "Superstition," Michael Jackson's "Thriller," or Coldplay's 
"Clocks." 
93. There is an entire series of Duke Ellington compositions/arrangements that have 
been marketed under the series title "Essentially Ellington," underscoring their importance as 
cornerstones of the student big band repertoi re (Jazz at Lincoln Center 2012a). 
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they also often include fully notated "improvisations" as an option for students to 
play. Sometimes these "improvisations" are transcriptions of well-known solos, 
sometimes they are samples to aid students in learning improvisation, and they 
are also performance alternatives when students or directors are simply not 
comfortable with improvisation. In addition to repertoire for school groups, there 
are many song books ("Fake Books"), transcriptions and compositions and 
arrangements for jazz combos and chamber ensembles (flute duets, brass 
quintets, saxophone quartets, etc.), and jazz etudes. Although these can be used 
strictly for performance, they also have instructional value and purposes in the 
same way that classical repertoire has been used for centuries. This repertoire is 
generally aimed at instructional contexts like private or group lessons, self-study, 
or for secondary school solo and ensemble contests. 
Scholarship in jazz history has produced a wealth of books and videos, 
and has uncovered artifacts and recordings that have been widely disseminated 
through digital technologies. Anyone with Internet access can easily find a wealth 
of historic video recordings of jazz performances on YouTube, including once 
rare or virtually unknown recordings. Record companies have reissued many 
classic albums in digital format, which actually make up the majority of their 
current jazz catalogues (Nisenson 1997; Morgenstern 2000). Biographies of jazz 
musicians abound,94 and histories of jazz-ranging from scholarly research to 
94. See Carr (1998), Davis and Troupe (1989) and Nisenson (1996) for biographies of 
Miles Davis; Daverat (1995), Fraim (1996), and Porter (1998) for John Coltrane; Collier (2004 ), 
Nallen (2004 ), Storb (1999), and Teachout (201 0) for Louis Armstrong ; Collier (1993), Lawrence 
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accessible memoirs-continue to multiply.95 While many of these publications are 
not written specifically for use in school or university study, they seem to indicate 
a growing interest in learning about jazz on a deep level. 
Jazz education services have become more abundant and accessible 
since the mid-twentieth century, when jazz first broke into school and university 
settings, and the first "summer camps"96 dedicated to jazz education emerged 
(Baker 1979; Luty 1982b; Murphy 1994; Beale 2000; Wilf 201 0). Now it is rare 
that a high school does not have some kind of jazz ensemble experience for 
students, whether it is curricular, extracurricular, or one of multiple groups. Jazz 
ensembles are also becoming more common at the middle school level. School 
jazz ensembles compete at adjudicated events and perform at jazz festivals97 
where they receive instruction and hear performances from professional jazz 
artists, and students and directors have a number of options for summer 
enrichment at camps, workshops, and university programs. The "all-state" 
(2001 ), and Nicholson (1999) for Duke Ellington. These are but a few notable titles of the dozens 
available for each of these musicians. 
95. Some authors choose to focus on very particular aspects of jazz history (Dahl 1989; 
Nicholson 1995, 1998; Driggs and Haddix 2005; Gabbard 2008; Yudkin 2008; Goetting 2011; 
Harker 2011 ), while others have written broader, more sweeping accounts (Gioia 1997; Ward and 
Burns 2000; Martin and Waters 2002; Shipton 2007). Add to this the commentaries and critical 
discourse surrounding jazz history (Williams 1992, 1993; Gabbard 1995b, 1995a; Megill and 
Tanner 1995; Peretti 1997; Ake 2002; Porter 2002; Ake 2010; Whyton 2010) and a growing area 
of scholarship is apparent. 
96. The Lenox School of Jazz (Brubeck 2002; Fitzgerald 2002; Yudkin 2006), which was 
an exclusive summer program intended as an alternative to traditional music study, provided a 
structural model for summer workshops aimed at high school students. The National Stage Band 
Camp (known in later incarnations as the Stan Kenton Band Clinics or "Kenton Clinics") (Ledet 
2008) is the earliest example of what has become standard fare in jazz education. 
97. These events might be sponsored by music education professional organizations 
(California Music Education Association 2012; Jazz Academy of Music 2012; Suffolk County 
Music Educators Association 2012), schools and universities (Beavercreek High School2012; 
BerkleeJazz 2012; Irvine High School2012; Villanova University 2012), or entertainment 
agencies (Disney Youth Programs 2012; OrlandoFest 2012; Performing Arts Consultants 2012). 
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phenomenon, in which high school students audition for selection to an elite 
ensemble sponsored by their state music education professional organization , 
now often includes jazz band (and the occasional jazz choir) in addition to 
concert band, orchestra, and chorus experiences.98 Many jazz musicians have 
also made teaching a major part of their professional life (Beale 2000, 761; Wilt 
2010, 47); where it was once considered an undesirable option amongst many 
jazz musicians, it has become a mark of prestige and also an important revenue 
stream (Laing 2002; Ellenberger 2012a). 
It is logical to presume that this increase in supply of jazz education goods 
and services is a natural response to a growth in demand for jazz education. 
After all, the number of secondary school jazz ensembles has grown 
substantially over the past 50 years; there are more postsecondary degree 
programs than ever (Murphy 1994 ), and jazz has become a regular topical area 
with in music education professional organizations99 and as a research interest 
(Beale 2000). What is fueling this demand, however, is difficult to say, especially 
given that this growth in jazz performance education corresponds inversely with a 
steady decline in the overall demand for jazz performers and the shrinking 
number of outlets for live jazz performance. 100 
98. This speaks not only to the pervasiveness of jazz in secondary music education , but 
also to the status jazz has achieved amongst music educators as a "mainstream" form of music 
education. 
99. Note that in addition to jazz-specific music education organizations like the Jazz 
Education Network, national and state organizations have jazz departments (i.e. , NAfME's 
Society for Jazz Education) and "jazz" has become a regular division of responsibilities for music 
educators (alongside "band," "choir," or "general music"). 
100. According to the NEA's 2008 Survey of Public Participation in the Arts (Williams and 
Keen 2009), "About 8 percent of adults attended a jazz performance in 2008, compared with 11 
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The Jazz Market and Secondary school jazz Education 
Jazz has endured many ups and downs throughout its history with respect 
to its place in American culture. As described in Chapter 3, jazz has been 
associated with both virtue and vice, sophistication and vulgarity, innovation and 
replication. In the late 1980s and 1990s, jazz was commonly associated with the 
"high life" and connoted a classy, luxury status (Ake 1998). More recently, jazz 
has been associated with esoteric subculture, as evidenced in episodes of TV 
programs like The Office ("Jazz is stupid. Just play the right notes!") (The Target 
2012) and Parks and Recreation (Pawnee Commons 2012), which-in a nod 
toward the artsy "nerdiness" that jazz evokes in popular culture of the moment-
satirized the use of jazz in musical cutaways on public radio. Despite these 
cycles of "better" and "worse" times for jazz, a trend that has remained the same 
is jazz's steadily diminishing economic returns. 
Many have hoped that jazz education would help spare jazz from 
extinction. One key rationale for secondary school jazz education is that it helps 
to build and sustain a community of creators, consumers and supporters of jazz, 
thus preserving an "American" tradition and an important art form (MENC and 
IAJE 1996; Beale 2000; Dunscomb and Hill 2002; Miles and Carter 2007; 
percent in 2002. The total number of attendees declined to 17.6 million adults, and the total 
number of attendances to jazz performances declined to 51 million in 2008. About 14 percent of 
U.S. adults watched or listened to jazz via media in 2008 (see Figure 8-6), which corresponds to 
32 million people. The percentage of adults who reported liking jazz declined from 2002 to 2008 
(from 28 percent to 24 percent, a statistically significant drop)." The 2012 report did not show any 
statistically significant difference from 2008 in jazz attendance, although there was a 4% drop in 
the number of adults who listened or watched jazz media. The Jazz Arts Group, in response to 
the decline of audience and venues for live jazz, have undertaken the Jazz Audiences Initiative in 
an effort to "tackle fundamental questions about how and why people engage with jazz" (Jazz 
Arts Group 2011 ). 
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Teachout 2009; Wilt 201 0; Ellenberger 2012b, 2012a; Jarenwattananon 2012). 
This rationale assumes that if students are introduced to jazz and have positive 
experiences performing jazz in school they will likely develop a lifelong interest in 
jazz. However, as the number of students involved in school jazz has increased 
in the United States, there does not seem to have been a corresponding growth 
in jazz audiences in the United States. Declining market share of jazz in record 
sales, dwindling amounts of live jazz venues, disappearing radio stations and 
programs dedicated to jazz, and an aging demographic jazz audience seem to 
indicate that interest in jazz in the United States is not growing, despite the 
expansion of jazz performance programs in schools. In fact, schools seem to be 
the only places where jazz is a growing phenomenon. It appears that although 
jazz education has attracted greater numbers of secondary school students, it 
has generally not been effective in sustaining their interest and activity beyond 
school. Why might jazz performance be so popular in music education, yet have 
such little effect beyond school? Are secondary school jazz programs effective at 
building and sustaining lifelong jazz consumption? 
One potential problem is that secondary school jazz education simply 
does not involve many students. While it is true that the number of students 
participating in school jazz bands has grown significantly since they first 
appeared around mid-century, consider that they are still a small percentage of 
the total number of students in schools. For example, an average high school of 
1 ,000 students would consider a 1 DO-member band program to be popular; of 
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that, having one 20-member jazz band is a reasonable expectation. That means 
2% of the entire school population would have a jazz experience, while the rest 
of the school may not encounter jazz in any meaningful way during their high 
school years. If jazz education were to have any significant affect on audience 
development, it would be logical to presume that more students would need to be 
involved in jazz education. 
This is not to say that more students necessarily should be playing or 
singing in a jazz ensemble. It is conceivable that the emphasis on ensemble 
participation in jazz education is contributing to what in popular culture is 
perceived as a sense of elitism amongst jazz musicians and listeners 
(aficionados). Consider the roster of a typical school jazz band; it is usually a list 
of the better players in the band program, or at the very least students who 
already have a strong interest in music, since it is normally an elective class or 
extracurricular that requires concurrent participation in a large ensemble. This 
means that not only is jazz education reaching a small percentage of students, it 
is concentrated on a particular subset of the school music population-those that 
are already highly involved and identify to a degree as a musician. As far as 
audience building as a jazz education rationale is concerned, this seems 
analogous to "preaching to the choir." Moreover, an interest to perform a kind of 
music might be unrelated to an interest in being a consumer of that music. 
Students might well be drawn to jazz ensembles for the opportunity (real or 
perceived) to be more musically expressive, interactive, or creative-or even just 
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to play their instruments more. The participatory aspect of being in a jazz 
ensemble disappears for many when they are "just listening." 
What has developed then, as jazz has declined overall and jazz education 
has grown, is an increasing cycle of dependency and self-perpetuation between 
the jazz market and jazz education (Beale 2000; Laing 2002; Nicholson 2005; 
Wilf 2010, 51; Ellenberger 2012a, 2012b ). Professional musicians are 
increasingly dependent on teaching or on education-related appearances, 
publications, and endorsements. Publishers of books and music certainly benefit 
from expanding demand in jazz education, with the market for repertoire, 
instructional materials and pedagogy texts ever growing. Educational institutions 
and organizations have become havens for jazz; they are now perhaps the 
greatest outlet for networking, employment, and artistic satisfaction of jazz 
musicians and listeners. 101 The current performance-based format of jazz 
education feeds this cycle by promoting jazz as a player's music and deepening 
its relationship with educational structures. This in turn increases the reliance of 
jazz musicians on jazz education for artistic validation, economic support, and 
101 . Ellenberger (201 0) has seen this firsthand: "As the former head of a small university 
jazz program in the Midwest, I would get weekly phone calls and emails from famous players or 
their managers (often 2nd or 3rd tier players themselves, trying to bolster their own bookings 
through peripheral association with a "star" player) who were all looking to "fill in a night" between 
concerts elsewhere. The saddest part was the negotiation for salary, which would start at $1,500-
$2,000 for a quartet, and end up at $250-$400 (which is what my budget would allow). To witness 
four highly accomplished and famous professionals in their 50s and 60s unload their gear from a 
rusty 12-year-old minivan (in which they were all traveling together across the country, suits and 
clothes akimbo, empty Burger King bags strewn about) for $60/person was a sobering and 
depressing experience. And these phone calls and emails kept coming and coming, to the point 
where I couldn 't even find the time to reply and politely decline-any contact just bred more 
contact, so , out of self-preservation, I just stopped answering completely. The irony was 
impossible to miss-jazz has been "sold" to the university as a training for a professional career, 
and suddenly the training ground has become one of the primary professional outlets ." 
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audience cultivation. 
The International Association for Jazz Education, before its sudden 
dissolution in 2008, exemplifies how intertwined the jazz music and jazz 
education industries have become with schools and educational organizations. 
What began in 1968 as the National Association of Jazz Educators-a sort of 
jazz interest group within the Music Educators National Conference-quickly 
grew to be an important powerbroker in the jazz music industry (Hall 1973; Lee 
1995). The organization's name change from International Association of Jazz 
Educators to International Association for Jazz Education is symptomatic of this, 
as was the sense among its membership that IAJE "became industry-focused at 
the expense of its classroom-centered roots" (Hopkins 2008).102 Ratliffe (2008) 
observed that the dissolution of IAJE-which he tellingly called "a de facto trade 
organization"-could have serious implications to jazz musicians and those in the 
jazz-related music industry: "At root, the annual convention-which alternate[d] 
between New York and other locations-was a demonstration of jazz's lifeline to 
institutionalized education: its reliance on students and instructors in the 
flourishing world of jazz education to keep the music circulating, program it for 
live performances on the university circuit and create its next generation of 
audiences."103 
102. The conferences during the latter years of IAJE, which featured some of the world's 
most prominent musicians and were a Mecca for exhibitors, clearly evince this. 
103. Ratliffe's statement is incorrect. It was only in the last ten years of the organization 
that conferences were held in New York with frequency, and these did not happen in strict 
alternation. New York was the site of conferences in 1998, 2001, 2004, 2006, and 2007. Still, he 
makes a valid point: the frequency of New York conferences in the latter years of IAJE speaks to 
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Jazz in the United States heavily features players playing for other 
players, teachers playing for students, and students playing for teachers; it has 
the marks of a closed system. Branford Marsalis, one of the most acclaimed 
saxophonists in American jazz, described in an interview how this has 
contributed to the esoteric nature of jazz in the present: 
It's not lost on me that when you go to jazz clubs now there are no 
regular people in it. It's all basically musicians and avid jazz fans, 
and when you think anecdotally about the generation that played in 
the 1940s, '50s, '30s and half of the '60s, there were a lot of regular 
people there-just folks. But I think a combination of things-mostly 
the banning of conversation in jazz clubs-drove away a lot of 
people who liked the music casually. And it's the casual listener and 
the casual appreciation of the music when it was at its zenith. Now 
that it's basically listening, only hard-core fans-the music is played 
with a level of specificity that alienates the casual listener, so it's not 
really about simplifying the music or demystifying the music. (NPR 
2012) 
Jazz education has had a deep but narrow focus, making it both reflective 
of and contributory to the kind of jazz audience that has developed: a small cadre 
of aficionados and practitioners. This raises questions about whether jazz is 
really a kind of music in which schools should be so heavily invested, if its appeal 
in the main is to an elitist minority. Or, perhaps jazz education should be pushing 
against this mentality in order to broaden the audience rather than deepen it? 
What role, if any, should music education play in cultivating an audience base for 
jazz or any other particular music? How does the jazz/jazz education industry 
(publishers, jazz artists and their management, instrument makers, record 
the significance of the organization in the professional and academic jazz worlds, if not to the 
significance of the organization's name change from the International Association of Jazz 
Educators to the International Association for Jazz Education .. 
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companies, etc.) influence these decisions (after all, they have much to gain or 
lose economically)? Who benefits most from the growing jazz education industry: 
students, teachers, schools, artists, or corporations? It is perhaps impossible to 
parse the economic, musical, educational, political, or cultural benefits when they 
overlap as they do in jazz education. 
School Jazz, Authenticity, and Meaning 
The issue of elitist self-perpetuation is not the only problem that arises 
from audience-building efforts within the current model of performance-based 
jazz education in secondary schools. It could be that the very nature of this 
model, although seemingly well received by students while they are in school, is 
alienating them from jazz in the long-term. The rationale for performance-based 
jazz education as a catalyst for longitudinal jazz interest, involvement, and 
patronage assumes that performance training establishes a meaningful, lasting 
connection to jazz. One problem with this assumption might be obvious, because 
it is a problem shared by concert bands, orchestras, and even private piano 
studios: music performance training in a particular genre does not guarantee 
longitudinal interest, involvement, or patronage within that genre.104 The 
flourishing classical music ensembles of schools have simply not been effective 
104. While this is suggested in the general trend of aging, shrinking classical and jazz 
audiences despite the growth of school band, orchestra, choir, and jazz ensemble participation, it 
is more clearly reflected in data in studies by Barnes (1986) who determined "There appears to 
be a troublesome gap in the perceptions held for music education by most Americans in terms of 
what it is expected to do (serve as an agent of cultural democratization) and what it is actually 
accomplishing." A study by Andreasen and Belk (1980) found no strong correlation between the 
study of a musical instrument and a subject's likelihood to attend a symphony concert in the 
future. 
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at expanding classical music consumption (Gates 1991 ). Having a jazz 
performance experience, then, does not necessarily correspond to students 
making the kind of meaningful connections to jazz that lead them to becoming 
long-term jazz consumers. What are the characteristics, then, of meaningful 
learning experiences? How does status quo jazz education compare to these 
characteristics, and what does that suggest about the relationship of jazz 
education to longitudinal participation in and consumption of jazz? These 
questions are addressed below. 
One characteristic of students' meaningful learning experiences is that 
they experience a high level of autonomy, self-organization, and self-regulation 
(Deci and Ryan 1985; Barab et al. 1999; Boekarts and Minnaert 1999; de 
Bezenac and Swindells 2009). Students' personal desire to learn and their 
reasons for doing so are germane to their sense of connection to learning 
activities and experiences. When students can place themselves within a context 
in a personal way, they will be more likely to find meaning in the activity because 
they will create their own goals (Barab et al. 1999, 358, 376). Intrinsic motivation 
is the desire of people to respond to their environments in a way that will affect 
change toward the individual's goal. Human beings have a psychological need to 
assert themselves within their environments, and to become proficient in 
practices that help them achieve their goals for doing so. When people feel that 
their activities are not determined by their own choices (a lack of autonomy), they 
struggle to find the activities meaningful and they do not feel engaged or 
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connected to their environments (Deci and Ryan 1985, 1-38). 
Consequently, without a connection to their personal, individual worlds, it 
may be difficult for students to see the significance of their musical activities in 
school. Additionally, it seems that the kinds of connections students make can be 
influential in their meaning-making. The school jazz ensemble that is meaningful 
to a student because it provides an interesting diversion in the student's daily 
routine will have quite a different significance from the school jazz ensemble that 
is meaningful to a student because it provides the opportunity to pursue useful 
skills, create and play relevant music and be personally expressive. If a rationale 
for jazz education is to help build and sustain a jazz community, the jazz 
education format should be one in which students are well positioned to 
experience jazz in ways that are meaningful to them in richly personal ways. Jazz 
education, then, is not only about giving students an opportunity to experience 
jazz in school or to learn about jazz in school, but also to design and implement 
those experiences in a way that is meaningful to students as more than just "jazz 
players." 
The more students feel like they are extrinsically regulated rather than 
intrinsically motivated, the less likely they are to enjoy the learning experience 
(Deci and Ryan 1985, 34; de Bezenac and Swindells 2009, 8-12), and enjoyment 
is a key to students' valuing the learning objectives (Vakeva 2009, 11-12). A lack 
of autonomy in music classes is dehumanizing and alienating to music students, 
because it prevents them from pursuing their own goals and interests; students 
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instead become mechanistic operatives of someone else-a teacher, an 
institution, a society-lacking the power or proficiencies to interact with their 
environment in personally meaningful, satisfying ways. Students who experience 
school jazz courses that are steered exclusively by someone else's goals and 
interests can come to associate jazz with the music of "others" rather than music 
of their own. This point could be extended beyond jazz to include other forms of 
music education, and indeed the similarities with concert bands are clear; bands 
thrive as "school" music, but this does not generally translate into an interest, 
participation, or consumer investment in concert bands and concert band music 
outside of school or after graduation. The issue is not one of musical style, but of 
ownership: without denying that schools and teachers have an important role in 
expanding students' interests, skills, and knowledge (often beyond their comfort 
zones), I contend that schools and teachers are both more effective and more 
ethical when they can do this in a way that acknowledges the importance of 
students' roles in learning and helps them see-and learn how to make-
personal, meaningful connections to their learning. Put differently, learning can 
be viewed as a dialogue between teachers and students instead of a "one-way 
conversation." 
School jazz ensembles are often positioned as the more technically 
advanced or challenging performing groups within their respective schools' 
ensemble offerings, lending them a more competitive or even elitist air. Students 
in such a jazz ensemble may already be identified within their school music 
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program as having above average musicianship; within the jazz ensemble, 
students may then be further stratified by their improvisation skills. This 
competitive mindset, along with the perception that improvisation is something 
that, though arcane, must be "done right" can contribute to a fear-laden school 
jazz experience. For students who do not feel successful with improvisation in 
school jazz experiences, or who are too intimidated to even try improvisation, 
negative associations with jazz are likely to persist. To them, jazz may always be 
something they "just didn't get," were not musical enough to understand, or is 
even more mysterious to them than it was before they participated in a school 
jazz ensemble. 105 There will always be students who relish a particular musical 
challenge and are drawn to ensembles that seem to represent that-and this is a 
potential value of school jazz ensembles. A potential drawback of this, however, 
is that negative associations with school music can translate into negative 
associations with music generally. Thus, students might actually form negative 
perceptions of jazz or of their own musicianship abilities from jazz education 
instead of becoming jazz consumers or lifelong music-makers. 
This could partly explain why students who participate in school jazz 
ensembles do not necessarily maintain an interest in jazz as patrons and 
consumers after their school years (and, conversely, why the audience for jazz 
seems to increasingly be made up of players with extensive training beyond high 
school). It is not only "what" music is being learned in music classes that makes 
1 05. See Leavell ( 1996) for examples of this in middle school jazz band settings. 
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learning meaningful to students; rather, it is how students engage the music-
specifically, if they are able to learn in an authentic manner. Vakeva writes, "Not 
liking 'a music' can be really more symptomatic of not liking what it brings to 
mind," something for music educators to consider if they hold audience-building 
as a rationale for their classes and performing ensembles (Vakeva 2009, 18). 
The belief that jazz education (specifically, jazz performing ensembles in 
schools) will create and sustain jazz audiences seems predicated on the 
assumption that if students "experience" jazz as it is in real life (i.e., by playing it) 
they will be hooked. There are some problems with this assumption: 1) who 
determines what "real life" jazz experience is? 2) how can real life experience in 
jazz be delimited to factors replicable in school settings? 3) why assume that jazz 
is so naturally compelling that if students experience playing it they will naturally 
cultivate and sustain a deep, lifelong relationship with it? 
This is where conflicting concepts of "authenticity"106 impinge on 
secondary school jazz education. Authenticity in jazz education construed as 
students "doing jazz right" means that students are subject to someone else's 
criteria of the definition and value of jazz, which seems more like proselytization 
than education, not a particularly conducive means of stirring lifelong interest if 
one considers the role of autonomy and personal relevance in student meaning-
making. An alternative conception of authenticity in jazz education would be to 
consider authenticity not as a matter of content, but as a matter of student 
106. Admittedly, "authenticity" is a controversial term , which could be the subject of its 
own dissertation. 
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meaning-making (what about jazz education makes it important for students?). 107 
Students might describe an authentic educational experience as one in which the 
learning complements their own desires, needs, goals, or values. 108 Suppose 
that instead of conceptualizing jazz education as a transcendent experience (i.e., 
authenticity as "students doing jazz right"), 109 jazz education was conceptualized 
as a means of empowering students to be musical in their daily lives.110 This 
would mean jazz becoming meaningful in students' everyday lives, not jazz as an 
experience elevated but divorced from the other aspects of students' lives; in 
other words, students must be learning skills that are useful to them and they 
must learn how the class activities are helpful to them beyond the class. 111 Music 
educators, then, should not consider the abstract value of the subject matter itself 
to be compelling enough to students that they will be moved by it; rather, they 
need teacher guidance to help them understand that the subject matter can be 
107. Vakeva argues "Authenticity ... is not something that is an original property of the 
subject matter in music, but something that can be arrived at through internally motivated 
involvement with its inter-sonic properties," making possible critical musicianship. 
108. Mans (2007, 90) writes, "what is missing in formal education is not a lack of 
understanding about how music is learnt, but a lack of understanding about the importance of 
learners' making their own choices in music and in method, and taking responsibility for the 
outcomes." See also Karlsen (2010, 43-44) and Fornas, Lindberg and Sernhede (1995) on how 
secondary students' concepts of authenticity in music education are tied closely to their concepts 
of identity. 
109. An objectified notion of authenticity results from the "separation [of knowledge] from 
everyday experience" described by Petraglia ( 1998, 21) 
110. Gatien (2009), for instance, draws a distinction between formal education as a 
means of transmitting jazz and jazz education as a means of learning musicianship. This echoes 
the idea of Humphreys (2002) that I presented earlier in this chapter. 
111. Clements (2008, 4) points out that "transfer has to be taught," for "If transfer 
between somewhat like idioms is difficult at best, how can we expect students to make the 
connections between musical systems that to them may have little-to-nothing in common?" 
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concretely of value to them. 112 
An "authentic jazz performance experience" is not so much about playing 
in a dim, velvet-trimmed club setting, dressing in retro suits and gowns, playing 
vintage instruments or recreating the sounds of the 1950s (and the argument 
could be made that such anachronisms are antithetical to authentic experience). 
Authenticity is not about playing exact transcriptions of Ellington big band charts, 
workshops with guest clinicians who have "real world" experience, or playing the 
music of different jazz "periods" in a "characteristic style." These things are not in 
themselves unhelpful to students, but when held up as features or evidence of 
authentic jazz experience in music education, they point to a subject-centered 
conception of jazz education (privileging the learning content over the learning 
context) rather than a student-centered conception (helping students discover 
meaningful connections with the content). As explained in previous chapters, 
despite the many merits of jazz as a subject for music education, subject-
centered conceptions of secondary school jazz education fall short of realizing 
the musicianship benefits and social values of jazz that make it useful in 
secondary school. The same is true, I argue in this chapter, for the jazz 
audience-building aim of secondary school jazz education; subject-centered jazz 
education does not generate the kind of meaningful jazz musical experiences 
(although the experience may be meaningful in other ways) that lead them to be 
112. This cannot be teachers' only aim, of course, as they have broader aims that are 
also factors ; "schooling ," after all, implies educating a citizenry, not just individuals. Still, I propose 
that teachers need to guide students toward personal meaning-making within this schema if they 
are to benefit from schooling (and if others are to benefit from their schooling). 
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jazz consumers beyond school. 
Authenticity, then, does not originate in the "materials" of education, in this 
case the repertoire, instrumentation, even the presence of certain musical 
practices (e.g., improvisation). Authenticity does not originate in the teacher or 
the expertise of some informed other. Authenticity is not just the result of 
imitating "real world" practices, for the classroom is yet a separate environment 
unto itself, no matter how realistic the activities. While all these factors can 
contribute to a more "realistic" experience, authenticity in learning is less about 
realism and more about students solving their own problems in their own ways, 
forming personal connections to jazz and appreciating it in ways that are 
meaningful to them, rather than the way someone else would have them 
understand and appreciate it (Petraglia 1998, 27). 
Coincidentally, the salient features of jazz that are proposed to be 
valuable to students-originality, democracy, flexible musicianship-are not 
inherent to jazz as a subject of study, but can possibly be the outgrowth of more 
authentic jazz education practices. If an aim of jazz education is to foster 
students' lifelong interest, appreciation and involvement in jazz, then students 
participating in jazz ensembles should have authentic encounters with jazz so 
that they will find value and create meaning on their own terms. The development 
of more creative and independent musicianship skills, as discussed in the 
previous chapter, could better facilitate lifelong music making (in and beyond 
jazz). However, Green (2008b, 83-84) suggests that in the process of developing 
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such musicianship skills in authentic, self-directed means, students can also 
cultivate "critical musicality"113 that enables them to better understand, 
appreciate, evaluate, and utilize music of increasing breadth. Perhaps the most 
important aspect of this is that students are more likely to create positive 
associations-liking what it brings to mind-because of their autonomy in the 
learning process (Green 2008b, 93-117; Vakeva 2009).114 If audience building is 
one of the objectives of secondary school jazz education, perhaps developing 
critical musicality could be efficacious. 
Conclusion 
The jazz education industry has become a significant segment of the 
American jazz market, which is declining overall. This means the importance of 
jazz education is continually growing relevant to the overall jazz market. This 
suggests that: 1) the strategy of jazz audience-building through performance 
based secondary school jazz education (in the form of school jazz ensembles) 
has at best been ineffective, and possibly even counterproductive; 2) interests 
outside of music education have an ever greater stake in the growth of the jazz 
education industry because of the audience building efforts of secondary school 
113. Green (2008b, 84) writes, "the concept of 'critical musicality' includes the idea that 
all music can be listened to more or less analytically, with more or less understanding. On one 
hand, this would involve increasing aural musical understanding and appreciation concerning 
inter-sonic musical properties and relationships ... On the other hand, any such increase could 
also lead to a greater awareness of how the music industry works." 
114. Davis (2005, 6) echoes this, urging that music education "find ways to bring into 
formal music learning the ownership, agency, relevance, and means of personal expression that 
will enable our students to begin to feel as passionate about school music experiences as they do 
about non-school music experiences." 
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jazz education; 3) the appropriateness of jazz audience-building as an aim for 
jazz education should be interrogated. I discuss these points below and then 
return to the notion of paradox, speculating on where all of this leaves the 
secondary school jazz educators who find themselves caught between 
contradictory currents of jazz education and the jazz marketplace. 
In explaining that secondary school jazz education has not resulted in a 
broader audience for jazz I have echoed others (Nicholson 2005; Teachout 2009; 
Ellenberger 2012a, 2012b). For all the positive outcomes that may result from 
secondary school jazz education-exposure of students and audiences alike to 
classic jazz repertoire and styles, opportunities (however limited) to improvise, 
the camaraderie and satisfaction of playing or singing in a select school 
ensemble-the expanding presence of school jazz ensembles over the past 50 
years has only been met with an aging and shrinking audience for jazz. This 
means that secondary school jazz education in its current state (e.g., jazz 
performance training) has not met one of its main objectives and raisons d'etre. 
While this failure was perhaps an inevitability given the cultural changes 
surrounding the decline of jazz audiences, it is possible that jazz education has 
actually contributed to the decline. By becoming associated with "school music" 
and focusing on the reproduction of "classics," secondary school jazz education 
has contributed to the public's affiliation of jazz with highbrow culture; becoming 
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"America's classical music" has served as a gatekeeper115 rather than a bridge 
builder to new audiences. In so doing, jazz educators underestimated the 
importance of music as a cultural emblem, one that often divides or distinguishes 
people by class or status.116 
Consider the ways that status quo jazz education fosters musical elitism 
more than it does broader musical participation: jazz represents high technical 
standards, creative genius, intellectual listeners, complex music theory, a fixation 
on history, and even its own lexicon of terms and jargon. One gets the 
impression that jazz is an acquired taste, and the listeners-as much as the 
players themselves-need to pay their dues before experiencing the joys of 
membership. This is simply more than most people likely want to invest in music 
(regardless of whether such investment is or is not necessary, which is a 
separate discussion), especially music that is outside their zone of familiarity. 
There will undoubtedly always be the few students who become jazz fanatics as 
a result of secondary school jazz education; but as Gates (1991) explains, 
performance training tends to appeal most to students who perceive themselves 
as potential professionals or amateurs, or for whom the performing group serves 
a social purpose; once they are beyond the school program, they then either 
115. Interestingly, Andreasen and Belk (1980, 119) used this terminology in their study 
about factors that lead to performing arts participation: "Teachers of music and theater to young 
people (in as well as out of school) should be viewed as key gatekeepers, and courted and aided 
accordingly." Gatekeepers have the power to let people in, but also to keep people out. I use this 
term in suggestion that music education, while ostensibly egalitarian, may through some of its 
practices be unintentionally closing the gate on future audiences more than it is opening them. 
116. Barnes (1986, 49) observes that the ineffectiveness of public arts funding and 
school music programs to generate new audiences for serious music "suggests that the arts play 
a significant role in defining social class boundaries." 
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pursue more training or find social outlets elsewhere. School jazz performing 
programs tend to create new jazz performers, then, more than new jazz 
audiences. This would explain the increase in postsecondary school jazz 
education programs (from undergraduate jazz ensembles to graduate degree 
programs in jazz) amid shriveling demand for performers, and why there is a 
growing sense that jazz consists of players playing for other players, and jazz 
players depend on schools and universities to provide them with audiences. 
Two questions emerge from this realization: How can secondary school 
jazz education develop new audiences for jazz (if it is indeed possible), and is 
this a justifiable aim of secondary school jazz education? To address the first 
question, I first acknowledge that music education has a long history of 
attempting to be arbiters of taste with very little evidence to suggest that these 
efforts have been fruitful (Gates 1991; Humphreys 2002), which creates doubt 
about the possibility of significantly expanding jazz audiences through music 
education. Assuming, however, that it is possible for secondary school jazz 
education to broaden and grow the present and future audience of jazz, we must 
consider what shape that model would take. The one-size-fits-all approach to 
jazz education has held that a multiplicity of jazz education aims (audience 
building, development of "jazz" and other musicianship skills, jazz theory and 
history training , future teacher preparation, utilitarian benefits, achievement of 
national standards) could be met through a singular format of secondary school 
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jazz ensembles.117 It seems logical given the failure of jazz ensembles to 
broaden the national audience for jazz that audience cultivation through jazz 
education requires a different approach. I submit that putting all of the eggs in 
one basket-jazz ensembles (and mostly big bands, at that)-has resulted in a 
narrowing audience base, as it has appealed to a very particular subset of music 
education students (mainly aspiring vocational and serious amateur performers). 
Jazz education has been effective at generating student excitement about 
playing jazz, as the proliferation of jazz education resources (for study in school 
and outside of school) attests. However, truly growing the jazz audience in 
breadth and numbers would require secondary school jazz education to reach a 
more diversified and larger group of students; beyond that, it must also actuate 
interest in jazz as an activity for more than just performers. The lack of relevance 
of jazz to today's students is an issue that jazz education of any format may only 
exacerbate by further casting jazz-like classical music-as an academic pursuit. 
Bringing jazz education to a larger, more diversified secondary school population 
seems farfetched considering the already sparse presence of general music (non 
performance-based) education in secondary schools. Moreover, the 
ineffectiveness of general music and music appreciation courses to generate 
117. As indicated throughout this document, jazz pedagogy texts present school jazz 
ensemble (particularly the big band) as a formula for accomplishing much more than just 
performance training. Some of the purported educational possibilities given for secondary school 
jazz ensembles seem more like ex post facto advocacy (selling) points than a reflection of the 
kind of classroom experiences that are typical of school jazz ensembles. 
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new audiences for classical music118 does not make them an inspiring model for 
jazz education. Collaborations with jazz musicians and events in the community 
might "put a face" on jazz music and help students (not just those in jazz 
ensembles or other school music groups) understand it as an ongoing practice 
happening in their time and place by "real" people (Robinson 1998; P.M. Jones 
2006). Another approach might be to use students' current listening habits as a 
starting point for finding musical, historical, cultural, and psychological 
connections to jazz. 119 The challenge of jazz audience building in secondary 
school education is not only to help students realize the importance or greatness 
of jazz culturally, historically, or musically, but that of helping students see ways 
in which jazz is interesting to them and overlaps, influences, and aids their 
musicianship in whatever manifestation they might choose. This means trading 
indoctrination and training for education (Bowman 2002), replacing the aim of 
turning students into jazz consumers with the aim of building a jazz ethos in 
students-habits of thought, musicianship skills, and values that can benefit them 
beyond the boundary lines of "jazz," wherever they might be drawn. 
This previous statement brings the appropriateness of audience building 
efforts into question more blatantly. Assuming that it is even possible for music 
educators to cultivate audiences for specific kinds of music, there are ethical 
118. Of course, classical music audience building has not been the only purpose of music 
appreciation classes, but it certainly has been a desired outcome. Whether the purpose has been 
to promote aesthetic experience or the transmission of artistic legacy of classical music, there is 
the unstated prerequisite of an audience that must be maintained. 
119. Heller (1994) has done something like this for classical music, adding a twist to the 
traditional music appreciation class format. Green (2006, 2008b) suggests this within more of a 
performance-based informal learning setting. 
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reasons for abandoning such a goal. Firstly, the alignment of educational aims to 
advance a particular musical genre-jazz, in this context-carries with it the 
interests of the music industry in very real and specific ways (Koza 2006). In the 
case of jazz education, the jazz music and jazz education industries have visibly 
supported the position that music education should continue offering jazz in 
schools.120 Their interest, of course, is economic: school music programs and 
students are an important revenue source for the music industry. It is analogous 
to the dairy industry's questionable promotion of chocolate milk as a staple food 
in school cafeterias. 121 Brady (2009) explains: 
It's no wonder that the dairy industry is working so hard to protect 
its chocolate milk business. More than half of all flavored milk is 
sold in schools -that makes up about 4 percent of all milk sales in 
the U.S. And the lunchroom is a good place for the dairy industry to 
pick up new customers. Kids will take eating habits they learn in the 
lunchroom into their adult lives. And that's important for the 
industry, because despite all those popular "Got Milk?" 
advertisements, people don't drink as much milk as they used to. 
As in the case of schools and the dairy industry, corporations within the jazz 
industry embed themselves in the world of music education, where they have a 
well targeted, captive, and (they hope) longstanding audience. One need only to 
peruse the bazaar of retailers that crowd the exhibit halls of music education 
120. Support comes from a range of sources, including artists themselves (who are often 
also receiving financial support in exchange for their name recognition)(King 2012), instrument 
and equipment manufacturers and retailers (L&S Online America 2007), and of course 
educational publishers (J.W. Pepper 2007). 
121. Blisard (1999) writes, "From 1994 through 1996, advertising programs for fluid milk 
and cheese accounted for approximately 90 percent of qualified programs' advertising 
expenditures. These included efforts to increase school participation in the school breakfast 
program (of which milk is an important component), as well as television and radio campaigns to 
stimulate consumer purchases of milk (such as the Got Milk? campaign, targeted at an audience 
age 13-34 )." 
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conferences, the bulk mail that stuffs music teachers' school mailboxes (and now 
email in-boxes), or the ads in professional trade magazines to see that music 
education is a cash cow for a variety of businesses. The growth of jazz education 
in secondary schools means more opportunity to sell jazz-related merchandise 
and services-whether reissues of classic jazz recordings, specialty 
mouthpieces, educational publications, travel services for performing groups, or 
concert-clinic appearances by jazz artists. 
It is easy to see why outside corporations are eager to "support" jazz 
education by sponsoring events and maintaining a presence in music education 
settings. What is not as clear is how or to what degree they may be affecting jazz 
education. Are students and teachers being exploited by advertisement and 
vending that occurs within educational environs, where they may be more 
vulnerable to such influences? Molnar and Reaves (2002, 44) write, "Advertising 
deploys a variety of non-rational appeals and attempts to create pseudo-
communities based on consumption or the uncritical acceptance of a particular 
policy or point of view." Children and teenagers are especially susceptible to 
advertising, which has prompted criticism of overt commercial relationships 
between corporations and schools (Fege and Hagelshaw 2000; Molnar and 
Reaves 2002; Linn 2005). Music educators, who are themselves the target of 
much advertising, should be vigilant of the potential economic influences at work 
in their classrooms 122 and at workshops, contests, conventions, festivals, 
122. For example, teachers often receive promotional materials that double (are 
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summer programs, or any educational setting in which students might assume 
altruism to be the guiding principle. 
Secondary school jazz education is not unique in this regard; band, choir, 
strings, general music, guitar classes, and music technology in schools all bring 
with them their attendant opportunities for merchandising. This in itself is not a 
negative phenomenon-music education brings with it the need for instruments, 
published music, and a host of other technology and equipment, from chairs to 
rhythm sticks to MIDI lab components. Someone has to produce these items, 
and it is only fair that they profit from their wares. But students also deserve the 
right to learn in an atmosphere free from undue commercialism, and for 
corporations to fulfill the needs of school music curricula is quite another thing 
from corporations influencing secondary school music education contexts to 
coincide with their own economic interests.123 
This brings me to my second point regarding the appropriateness of 
audience building as an aim for music education. Are music educators also to 
take the role of salespersons, hoping to "sell" students on certain genres of 
music, including jazz? Here is a bit of a quagmire, for we acknowledge as a 
profession that one important rationale for music education is to pass along past 
disguised?) as educational resources. Examples are posters to hang in the classroom featuring 
information such as fingering charts, drum rudiments, or tips for improvisation in which branding 
and/or merchandise figures prominently. 
123. Koza (2006) observes this relative especially to school bands, posing the question, 
"To what extent is the continuation of school band today an effect of corporate influence?" I 
hesitate to credit music instrument makers fully with the continuance of band as a school music 
context, for there are many other factors for their continued success. However, I think it important 
to acknowledge the role corporations have played in perpetuating the phenomenon-which is 
perhaps an indictment of educational leaders for their complicity more than it is evidence of 
corporate opportunism. I suggest that the same can be said of school jazz bands. 
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knowledge and important musical traditions from one generation to the next, and 
one responsibility of professional music educators is to determine what those 
traditions are and how to go about teaching them. Furthermore, teaching can be 
(and often is) viewed as a form of salesmanship-teachers often talk of getting 
students to "buy in." The question is what are secondary school jazz educators 
selling? Are they acting as arbiters of taste to persuade students to adopt certain 
stylistic or traditional musical preferences simply for the sake of perpetuation, 
and at the expense of offering alternatives? Small's (1996, 182) description of 
schooling as "essentially a commodity" in which "its recipients have no choice but 
to accept what is offered" seems consistent with such prescriptive aims. (I often 
wonder if students gravitate toward jazz courses in secondary school because 
it's the most interesting to them of the available options for music education; how 
might it fare if pop, rock, country, or hip-hop were available options?).124 
Contrastingly, Green's critical musicality, Woodford's (2005) "musical 
reflective thinking," and Bowman's (2002, 65-66) description of the "educated 
person" are consistent with transformative aims of music education. The 
audience building aim of jazz education is indicative of a prescriptive mindset, 
and as indoctrination it is its own form of advertising to students: it suggests that 
the desired outcome is the "purchase" of a product that is not necessarily to 
124. Something that I do not think is a mainstream likelihood anytime soon. Schools and 
teachers in the USA and Canada may have more reasons to perpetuate the status quo than to 
make reforms: the financial costs, political battles, time, and changes in human resources make 
reformations like this unlikely. For instance, if a school decided to replace their large ensemble 
formats with smaller pop-oriented courses, they would require massive changes in facilities and 
equipment inventories, teacher training and skills, student preparation, and scheduling-not to 
mention generating the political and popular will to enable such changes. 
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students' benefit, rather than the development of the intellectual, social, and 
spiritual virtues that enable students' critical consumer and musical practices. 
Secondary school jazz education carries tremendous opportunity as a context for 
transformative music education in secondary schools, and I contend that this is a 
more beneficial, ethical, and worthwhile selling point than jazz for the sake of 
jazz. 
It is clear that secondary school jazz education has various stakeholders: 
students, teachers, schools, communities, the music industry, and jazz 
enthusiasts are among them. What is not clear is how students benefit from 
secondary school jazz education. Jazz ensembles remain a viable part of school 
music programs because students want to be part of them, but this interest does 
not seem to extend beyond school. This suggests that secondary school jazz 
education appeals to students for very different reasons than it appeals to other 
stakeholders. Students (as Small argued), however, are limited to the choices 
schools offer them, 125 and might choose to participate in a school jazz ensemble 
for a variety of personal, social, academic, or musical reasons which may or may 
not align with the intentions of the other stakeholders. This does not mean that 
secondary school jazz education is a pointless endeavor, but it suggests that 
secondary school jazz education has missed the point by treating students as 
125. Students are really at the mercy of schools here, for as Szego (2002) writes, 
"wherever control of musical resources is at issue, power relations are invoked." Goodrich (2005), 
in his case study of a high school jazz band, remarked that the band director in his study created 
a "marketplace for jazz" by connecting students to jazz outside of the school and thus expanding 
their options for instruction. But again, this marketplace is school- and teacher-regulated. 
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investments rather than as investors.126 Research into students' reasons for 
participating in school jazz ensembles and the benefits they receive could help 
music educators better understand why some of their aims and objectives seem 
to be more or less successful, and to know the potential aims and objectives of 
their students. 
In summary, secondary school jazz educators are faced with a paradox 
resulting from the shrinking jazz market and the growing jazz education industry. 
While the growth of jazz in schools has been lauded by music educators, it has 
failed to correspond to jazz audience growth and has contributed to a saturated 
jazz performance market. These problems cast doubt on the efficacy and 
ethicality of status quo secondary school jazz education, and also raise questions 
about the purposes of secondary school jazz education. Certainly there are many 
students, teachers, and those in the music industry who benefit in a variety of 
ways from the experience of secondary school jazz education, a point that 
cannot be ignored; but whose purposes are most served? Whose purposes 
should be most served? I contend that the current model of secondary school 
jazz education-which is prescriptive-allows the jazz education industry undue 
influence over students and teachers. Is it possible to offer secondary school jazz 
education that is not prescriptive but transformative, or is the very designation 
"jazz education" indicative of a predisposition toward highly deterministic 
instruction (e.g., indoctrination)? Or does the diminished commercial status of 
126. A symptom, I think, of a lack of critical scholarship in jazz education , in which 
research has been more preoccupied with improving pedagogical "results" and advocating for 
jazz education on aesthetic grounds. 
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jazz (like concert bands) mean that it will only continue to be promoted more and 
more within music education in order to "preserve" it (and the related commercial 
entities)? The shrinking jazz market has been used as a justification for 
secondary school jazz education, and has contributed to a boom in the jazz 
education industry and an oversupply of jazz players; now that a vicious cycle of 
dependency exists between jazz music and schools, secondary school jazz 
educators are stuck in a prescriptive model of instruction that not only fails to 
meet their own expectations, it also fails to serve students by tapping into 
transformative values of music education and emphasizing the aspects of jazz 
that are authentic to students. 
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CHAPTER 6: 
"IN THE EYE OF THE PARADOX" 
Introduction 
The paradoxes described in the previous chapters expose problems for 
secondary school jazz educators that are not easily navigated. The paradoxes of 
the shrinking/growing jazz tradition and jazz education rationales versus 
practices place teachers in a position in which they are expected to produce 
certain outcomes ("jazz" musicianship skills) while operating within an 
educational model that is not well suited for producing such outcomes. For 
instance, the centrality of improvisation to jazz music creates an expectation that 
jazz education is an effective answer to addressing the national standard of 
improvisation; 127 however, big bands are the primary context for secondary 
school jazz band and teachers (generally) have little improvisation training or 
experience, factors making it difficult at best to effectively address improvisation. 
Contradictions like this draw attention to contrasting conceptualizations of 
tradition and learning within jazz and jazz education, which in turn leads to other 
questions about the common rationales, practices, and values of institutional 
music education. The paradox of the shrinking/growing jazz market describes 
how jazz education is a growing phenomenon, despite jazz consumption's steady 
decline. This paradox reveals problems of trying to grow a jazz audience through 
127. As Byo (1999) observed, however, improvisation and composition are the national 
standards in which music educators think they have the least teaching proficiency. This suggests 
a problem of teacher skill, training, and/or desire, not just a problem of musical style. 
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education, and raises questions about both the efficacy of jazz ensemble courses 
to this end, as well as the value and suitability of such an aim for music 
education. In this concluding chapter I summarize how the paradoxes analyzed 
in the preceding chapters demonstrate how the framework of paradox is useful 
for problematization and critical inquiry. I then explain how, alternatively, 
secondary school jazz educators might inhabit the "eye of the paradox" 
(Jorgensen 2011) in such a way as to draw out potential directions. I follow with 
examples of such potentials for each of the three paradoxes of this study, as well 
as general recommendations and conclusions. 
Paradoxes as Problems 
Paradoxes are frustrating and seem to lack the possibility of any positive 
or constructive outcomes, since they inhabit the conflict between opposing yet 
inextricable points. Paradoxes, as explained in Chapter 2, exist in varying types 
of problems (Sorensen 2003). Philosophical paradoxes involve problems that 
result from the tension of contradictory theories when they meet in practice; it is 
the situational convergence of these contradictions that creates the paradox. As 
in the case of moral paradoxes, they present exasperating choices-that is, if 
one is willing to acknowledge the validity of both premises. As a result, 
paradoxes can easily be ignored or met with despair, resignation, or cynicism. 
Furthermore, the paradoxes examined in this study not only place teachers 
between competing theoretical positions, but also between competing power 
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structures. The power of institutions (schools, policy making bodies, corporations, 
professional organizations) to set norms of professional theory and practice, 
instructional resources, and benchmarks for excellence contributes to the 
paradoxes, because they limit the availability and/or feasibility of individuals' 
choices (Clegg, da Cunha, and Pina e Cunha 2002). The political and economic 
influence of these institutions may even cause teachers to resign the possibility 
that such paradoxes can be negotiated, leaving them willing to accept status quo 
ideas, beliefs and practices that are inconsistent with one another or 
contradictory to their own ideals. 
For instance, I have spoken to multiple school jazz band instructors over 
the years who have desired to include "non-standard" instruments (e.g., flutes) or 
repertoire in their jazz bands but elected not to do so because they might be 
criticized by judges or other teachers at festivals for "diluting" their jazz programs. 
Similarly, some teachers actively limit the jazz programs in their schools for fear 
that it will overshadow or weaken the "legit" programs (concert bands). Some 
teachers who would like to focus more on improvisation, accompaniment, and 
exploratory forms of music making in their jazz bands have been reluctant to do 
so because of the expectation to produce a polished concert, and thus spend 
their class time on rehearsing standard arrangements and written (i.e., not 
improvised) solos. There are also still many teachers who value jazz as a 
potential educational context but do not feel that their training, education, and 
experience (i.e., college and university) has adequately prepared them to teach 
197 
in jazz contexts. 
I now review the paradoxes in this study and the problems they present. 
First is the paradox of the shrinking/growing jazz tradition, in which closer 
inspection of clashing jazz ontologies reveals contrasting values. The 
neoclassical ontology of jazz emphasizes values such as patriarchal authority, 
formalist-absolutist aesthetics, canonic codification, and virtuosity. These values 
are congruent with the conservative culture of institutional music education, but 
are inconsistent with the stated aims and objectives of secondary school jazz 
education. Conversely, the progressive ontology of jazz emphasizes values such 
as democracy, creative independence, and cultural pluralism, which are 
congruent with the stated aims and objectives of secondary school jazz 
education, but do not align well with the academic culture of secondary school. 
The contradictory concepts in the shrinking/growing jazz tradition were 
identified as differing conceptions of jazz tradition (for which I used the labels 
"progressive" and "neoclassical"). What makes these concepts contradictory 
rather than competing is that elements of both are often invoked in secondary 
school jazz education in ways that create inconsistencies with one another. 
Investigation of each premise (in this case, the dual conceptions of jazz tradition) 
exposed certain problems: 1) the values consistent with "progressive" jazz 
tradition are frequently referenced in professional statements of rationales, aims, 
and objectives for secondary school jazz education, alongside statements that 
reference values consistent with "neoclassical" jazz tradition; 2) the practices of 
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secondary school jazz education seem consistent with neoclassical c~ncepts of 
tradition and the concomitant values, while values consistent with progressive 
tradition are ostensible objectives; 3) the emphasis in secondary schools (and 
jazz education generally) on neoclassical tradition excludes possible curricular 
and creative alternatives, reinforces certain gender biases in instrumental music 
education, and oversimplifies race narratives in jazz. This analysis demonstrates 
that the paradox of shrinking/growing jazz tradition actually contains a web of 
related problems and reveals the complexity that is disguised by the surface 
elegance of the paradox. Each of these premises has its attendant problems and 
points of appeal before the two are thrown into combination with one another; the 
paradox turns out to be a tangled cluster of issues. 
Viewed from a macro perspective, this paradox parallels the difference 
between the value systems of training and education. Bowman (2002) explains 
that while training is a process devoted to the mechanical reproduction of 
discrete, predetermined knowledge and/or skills, education "has an open texture" 
because it is a process of not just knowing or doing but of becoming. 128 In short, 
schooling transmits information while education transforms people. Schooling-
at least in its present form-is much better suited to training than education (as 
understood in the present context), as it emphasizes clear, measurable 
128. Bowman (2002, 66) writes, "Education ... does not just equip people to execute 
specific tasks. It empowers them to transform tasks where necessary, to judge when or whether 
such interventions are appropriate, and even to question or reject things deemed incontrovertible 
in previous instruction. Clearly, we are talking now not so much about what a person knows or 
can do as the kind of person one has become as a result of those knowings and doings, the 
attitudes and dispositions that orient and motivate an individual." 
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outcomes and standardized, reproducible kinds of skills. In such an environment, 
it is easy to see how neoclassical ideas about jazz flourish in secondary schools 
and progressive ideas of jazz are often regarded as suspicious, incompatible, or 
irrelevant. When teachers encounter a clash between the values of schooling 
(emphasizing training) and the values of education, they are in "the eye of the 
paradox" (Jorgensen 2001 ). 
Second is the paradox of the musicianship rationale, in which the 
presumed musicianship benefits of learning to play jazz in schools are stifled by 
the instructional practices of secondary school jazz education. The paradox is 
that the skills that are regarded as a primary reason to include jazz in secondary 
music education are incompatible with the current paradigm of schooling; 
meanwhile, the practices that best develop such skills are mostly tied to 
"informal" or "nonformal" learning means. One of the main reasons jazz is a 
desirable form of secondary music education is that it is associated with 
musicianship skills that are not typically developed in other aspects of secondary 
music education; however, these features are lost when jazz education is 
implemented because it becomes virtually indistinguishable from these other 
aspects of music education. 
The contradiction identified in the musicianship paradox was between a 
major rationale for secondary school jazz education and the practices of jazz 
education: development of certain musicianship skills is regarded as a key 
rationale for secondary school jazz education, but the status quo practices are 
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not in sync with this rationale, because they emphasize a different musical skill 
set. Once again, this is a paradox that arises from competing ideas that are not 
maintained separately, but are grafted in a praxis that creates inconsistency. This 
is the surface-level paradox, analysis of which revealed other problems: the 
inflexibility of secondary school environments to accommodate alternative 
musical experiences, the general lack of expertise by secondary music teachers 
in "jazz" musicianship skills, and the commitment to preservation of genre over 
student-centered priorities like developing long-term, broadly relevant music-
making skills. 
This paradox also points to the conflict between schooling (emphasizing 
training) and education, not only within values (specifically, what music education 
is good for) but also between values and means. Music education at the 
secondary level has historically valued performance training, but the scope of 
what should constitute that training has been narrow, emphasizing a literacy-
based skill set.129 Recent discourse in music education has raised interest in 
lifelong and "lifewide" (P.M. Jones 2009) musicianship; this, coupled with the 
standards movement, expanded the rationales for music education to include a 
variety of utilitarian, philosophical, cultural, social, and psychological ideas. While 
rationales shifted to incorporate values such as pluralism and creativity and some 
of the musical "scenery" changed (inclusion of more stylistic diversity), classroor:n 
practices and course offerings remain unchanged. Change to the institutional 
129. As noted by Thibeault (2007), Elliott (1995), Gatien (2009), Green (2002, 2008b) , 
Regelski (2005) Rodriguez (2004), Small (1996) among others. 
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structure of music education proves more challenging than creating changes "on 
paper" (Bowman 2003). Consequently, the broadened scope of what music 
education is good for remains mostly theoretical , and certain rationales are at 
odds with the realities of classroom practices. 130 It would seem that institutional 
priorities have been more powerful in determining practices than educational 
priorities. 
Thirdly is the paradox that the growing jazz education industry has 
emerged despite a steadily declining market for jazz music (recordings, live 
performances, radio presence). This reality brings into question the efficacy of 
status quo secondary school jazz education as an audience building strategy, but 
also the appropriateness of audience-building efforts within music education. 
Specifically, the use of institutional power and market forces to influence 
students' musical tastes and the consequent economic and personal capital (i.e., 
the industrialization of jazz education) stands in contradiction to the concept of 
critical musicianship, 131 which is one of the values that jazz education is 
supposed to enhance. Additionally, the preservationist mentality embedded 
within audience building stands in contradiction to the creativity value of jazz. The 
jazz market and jazz education industry seem to be caught in a feedback loop, 
with jazz education becoming increasingly important as a revenue source though 
130. Green (2008b, 3), for instance, has observed that "whilst a huge range of such 
musics have entered the curriculum, the processes by which the relevant skills and knowledge 
are passed on and acquired in the world outside the school, have been left behind. These 
processes in most cases differ fundamentally from the processes by which skills and knowledge 
tend to be passed on and acquired in formal music education settings." 
131 . See Green (2008b) for description of "critical musicianship." 
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it fails to grow the audience base for jazz. Thus, the jazz education industry is a 
growing share of the jazz market, and a cottage industry that is an important 
subsidizer of jazz music (Wilf 2010, 47-51 ). 
In the paradox of the growing jazz education industry and the shrinking 
jazz market, the contradiction was identified as the continued decline of jazz 
consumers even as jazz education programs have become more commonplace 
and as jazz education resources and services have seen growing demand. What 
connects these disparate trajectories is that they have occurred amid overt 
efforts in jazz education to develop new audiences for jazz. Investigation of these 
premises uncovers problematic issues relating to the role of music education in 
prescribing taste and consumer activity, as well as the relationship of music 
education to economic entities and the efficacy of jazz performance training as 
the primary vehicle for secondary school jazz education. 
Paradoxes as Potential 
The previous chapters demonstrate that paradoxes can be helpful as 
frameworks for critique; this chapter will explore ways in which paradoxes might 
serve to help create possibilities for those living within the paradox. Just how 
might acknowledgement and discussion of paradoxes be liberating rather than 
paralyzing? After all, are paradoxes not defined by their very insolubility? 
Wood and Conrad (1983, 314) observe that "escaping paradoxical and 
potentially binding situations begins with recognition of what they are." Once the 
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problems within the paradox are identified and unpacked, the resulting 
understanding can provide a platform for redefining or transcending the paradox. 
As Slaatte (1968, 240) writes, "The overall impact of the paradox is such that the 
dialectical issues, which it usually helps to articulate, drive the reasoner from the 
neutral balcony of the Platonic spectator back into the arena of concrete, 
everyday existence and creative conflict." This means that the problems not only 
become "real" to the thinker, but that action is incumbent-possibilities can also 
become real. Where Slaatte differs from Wood and Conrad is that instead of 
escaping or transcending paradox, he advocates living within it. 
Sainsbury (2009, 24) reminds us that "there is nothing inconsistent about 
one and the same thing being good in some respects and bad in others." 
Likewise, Sorensen (2003, xii) reframes paradox as "questions ... that suspend us 
between too many good answers." If we can accept that contradictory elements 
can both have elements of truth (Taylor and Perry 2001, 3), then perhaps we 
benefit more by acknowledging this complication and negotiating through it rather 
than only accepting a single, permanent resolution. The term "negotiation" is 
chosen because it connotes making choices that are situated, and perhaps fluid, 
in order to maneuver among the theoretical and practical obstacles in ways that 
are informed and thoughtful, though not permanently fixed as a once and for all 
"solution," even though it can be tempting to seek such clarity (Sorensen 2003, 
xii). This is why Sainsbury (2009, 24) explains, "In addition to relativized 
judgments, we are often forced to make 'on-balance' judgments, taking into 
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account the possibility of competing values of various respects. Action often 
requires on-balance judgments." Having identified the point of contradiction and 
having determined the benefits and drawbacks of each premise, one is in the 
position to begin negotiating between the points of contention to maximize 
possibilities and draw out new potentialities. 
Alternatives to the coexistence of contradictory ideas-compromise and 
binary choice-offer clearer modes of thinking and action, but also weaken the 
possibilities within paradox. Compromise (or "synthesis" in Hegelian dialectic) 
removes the distinctive characteristics that make each pole of the paradox 
effective, useful, or desirable; it removes the risk but also the reward. Binary 
choice (either/or) offers a clear direction, but in a paradox one is caught between 
equally undesirable options. Coexistence (this-with-that) is acceptance of 
paradox and acknowledgement of the virtue and vice of contradictory concepts, 
which is a challenging position to take. 
Admittedly, the process I have described is somewhat ambiguous. 
However, this is part of its utility, because it allows for localization of action based 
on temporalities and contingencies that prevent codification. This ambiguity has a 
downside, which is that the absence of codification makes explanation of the 
process a murky endeavor. However, this feature also challenges the 
predominant mindset of schooling, which seeks clear problems and "correct" 
(standardized) answers. Teachers steeped in this mindset (or at least subjected 
to its effects through an emphasis on standardized student and teacher 
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evaluations) may be uncomfortable embracing coexistence of contradictions as a 
means of confronting paradoxes. Those who are willing to see beyond the 
limitations of the currently deterministic climate of education, however, will 
understand how paradox can inform new routes for teachers and students, even 
as they are operating within the demands of current educational structures. 
I suggest a non-linear method might be more effective in dealing with a 
paradox dialectically. Jorgensen, for instance, proposes dialogue as one possible 
means of working through dialectic, because it is less of a linear pathway and 
more of a practice that "develops habits of thought" (Jorgensen 2001 ). Dialogue 
cannot be pre-scripted, but it unfolds this way and that, as the participants 
interact with one another. In this way, conversation is more akin to hypertext than 
to print media, as a user moves throughout a landscape of information, making 
choices of where to go next based on what the user encounters relative to goals 
or needs.132 What follows are concrete examples of how this-with-that dialectic 
can help teachers discover potentials within paradoxes. 
Potential in the Jazz Tradition Paradox 
The paradox of the shrinking/growing jazz tradition places secondary 
school jazz educators in the position of choosing between a conception of jazz 
tradition that aligns well with the values of institutional education and one that 
fosters some of the values that, arguably, make jazz a desirable component of 
132. See Lamb (2003) for use of hypertextuality as a thinking/rhetorical device. 
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secondary music education. A teacher aware of this contradiction is in the 
position of choosing between conceptual frameworks that are both undesirable: 
following one choice means abandoning or ignoring some of the salient features 
of jazz in order to make jazz education feasible in secondary school, while 
following the other choice means pursuing an educational model that is 
incompatible with the institutional structure and culture of secondary school. In 
this case a this-with-that dialectic might involve: 1) understanding that the two 
concepts of tradition can remain characteristic without becoming caricatures, and 
both concepts inhabit a range of expressions and manifestations; 2) drawing 
from both concepts to inform curricula and pedagogy by reflecting on (and 
inspiring students to reflect on) these different characteristics and the questions 
that arise from their intersections, and 3) treating jazz tradition as an ongoing 
topic of reflection and activity. 
For example, one way teachers might incorporate this-with-that dialectical 
processes within the jazz tradition paradox is by making repertoire a site of 
contest rather than a site of conquest. In this way, competing jazz traditions can 
coexist, interact, and overlap in an elastic way as teachers and students explore 
the incarnations and implications of jazz traditions. The tensions that would 
naturally arise from the dialogue between the concepts of each tradition, between 
the concepts and the students, and between the teacher and the students might 
be unsettling because of the resulting ambiguities and complexities, but these 
tensions also represent rich opportunities for inhabiting the "ground between" 
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conflicting notions of jazz tradition within secondary music education, and for 
initiating critical musicianship activities with students. 
Repertoire can present a tremendous opportunity to promote critical 
reflection on concepts of jazz tradition by making use of the dialectical tensions 
that are exposed when these traditions are juxtaposed. A teacher could use 
repertoire selections to problematize the very notions of these traditions with 
students. Each repertoire selection-whether teacher or student selected and/or 
composed-can be subjected to the question: what makes this a "jazz" tune? 
Conversely, teachers can pose the question of why a selection might not be 
considered a "jazz" tune. Rather than making this the subject of a single lesson, it 
could be an ongoing aspect of a secondary school jazz course, creating over 
time an awareness among students about how repertoire reflects conflicting 
notions of jazz tradition , as well as how decisions about repertoire (both selection 
and creation) are reflective of jazz tradition conceptualizations. For instance, the 
middle school jazz band that I instruct has performed repertoire as diverse as 
"American Patrol" (Glenn Miller Orchestra), "On Green Dolphin Street" (Bronislau 
Kaper), "Superstition" (Stevie Wonder), and "Rolling in the Deep" (Adele )-each 
of which has a very different relationship to the jazz idiom. This has offered some 
fruitful opportunities, even with middle school students, to discuss what jazz is, 
what it means to play in a jazz band, how our arrangements are similar 
to/different from other versions of the songs, and some introspection into why it is 
enjoyable to play this music. This has led us to (brief) discussions about why and 
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how repertoire is selected, giving the students (some as young as sixth grade) 
insight into the nature of pedagogy, the practical boundaries of music education, 
the business of music and copyright law, and the nuts and bolts of creating a 
secondary school big band chart from a pop, jazz, or Broadway song. 
This can be broadened into discussions of how jazz traditions compare 
and contrast with other musical traditions. For example, improvisation is part of 
many other kinds of music, from bluegrass to hip-hop and even classical music; 
what, if anything, is different about jazz improvisation? Is improvisation any 
more/less important to jazz than other musical styles, and why? Some examples 
of jazz music have been criticized for having too little/no improvisation (e.g., 
Ellington's longer compositions), while other examples have been criticized for 
having too much (e.g., Anthony Braxton's free improvisations); so, how much 
improvisation is "just right" for jazz? Beyond just improvisation, teachers and 
students could interrogate the relationship of jazz to art music, popular music, 
folk music, sacred/gospel music, etc. Jazz seems to overlap with many other 
styles, but what distinguishes it? For instance, during the 1930s/40s, the line 
between popular and jazz music was certainly blurry, while in the 1960s 
mainstream jazz had a decisive "art music" aura. How is that evident in music of 
those eras? What does that say about the values of musicians and audiences? 
What might the implications be for secondary students playing jazz? Discussions 
like these can open students' awareness and understanding about competing 
notions of jazz tradition, the plurality of styles within the broader umbrella of jazz, 
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and how stylistic characteristics might intersect with social, economic, political, 
and academic factors. 
These investigations can bring forth discussions about the relationships 
between conceptions of jazz tradition and jazz in school. How important is it (if at 
all) as students in a secondary school "jazz" band to perform "authentic" jazz? 
Whose definition of authentic jazz should be used, and why? Should school jazz 
bands focus on repertoire and performance practices that are representative of 
certain jazz styles, or should they be focused on what is more useful to students' 
musically? Is there really a distinction between these, and what might that be? I 
submit that these are not questions that are only for teachers to wrestle-they 
are fodder for rich discussions among students and teachers that can help 
contextualize secondary school jazz education for everyone involved. 
This kind of critical reflection can extend beyond discussion of the musical 
boundaries of jazz to include dialogue surrounding cultural boundaries of jazz. So 
many repertoire selections can be catalysts for conversation about the 
relationships between jazz and culture. Dialogue on race relation problems-
"jazz" problems as well as "American" problems-can be grounded by repertoire 
like Coltrane's "Alabama," Ellington's "Black, Brown, and Beige," Mingus's 
"Fables of Faubus," or Meeropol's "Strange Fruit." The historical and personal 
background to such songs offer rich possibilities for exploring the connections 
between jazz and racial problems. Examples such as these can help teachers 
and students problematize the simplistic racial narratives that often surround jazz 
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and go beyond monolithic characterizations of jazz. Teachers can also introduce 
jazz music from outside the United States to further challenge notions of "whose 
music" jazz is and open students to the idea of jazz as a musical and cultural 
plurality. Encouraging students to problematize the narratives of "their" music can 
add another layer of meaning to these discussions. 
An interesting byproduct of this conceptualization of repertoire is that it 
can facilitate a more democratic classroom environment. This is because it 
requires teachers to acknowledge that they do not "know it all," and that their 
students have meaningful ideas to contribute. Lest this be mistaken as a student 
coup of the classroom, I contend that democratic practices are a "this-with-that" 
of their own; democracy in music education implies that teachers and students 
share decision-making rights and responsibilities, although not necessarily that 
these are always equally shared. Part of the teacher's role is to ensure that these 
rights and responsibilities are kept in balance, which means adroit improvisation 
within the present as well as planning and intentionality to maintain democratic 
practice longitudinally. 
Teachers can be justifiably nervous about surrendering any power to 
students; after all, teachers spend a great deal of time and effort becoming 
knowledgeable and skilled in their areas of expertise. This is especially true of 
music educators, who typically have dedicated many hours in the practice room 
in addition to academic studies. Why, if teachers are so qualified, should they let 
students contribute ideas for repertoire or learning activities? Firstly, democratic 
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practice need not be-indeed, cannot be-an either/or scenario, because 
democracy acknowledges the contributory value of all parties, not just one. Thus, 
teachers need not cede their role entirely to students; this would, in fact, not be 
democratic. Teachers can, however, acknowledge that their students have some 
knowledge, experience, or skill different from their own and valuable to the class. 
Secondly, this acknowledgment by teachers just might make students more 
receptive to the teacher input. Instead of the feeling that information is being 
forced on them, democratic practices can foster the feeling that teachers and 
students are trading information-and who doesn't want to trade with someone 
with more experience and expertise? 
Making repertoire a site of contest, not conquest, can help teachers 
negotiate different conceptions of jazz tradition and mitigate some of the 
problems that arise from neoclassical and progressive conceptions of jazz 
tradition. In turning secondary school jazz education into an interrogation of 
repertoire-as opposed to repertoire as a template upon which students trace 
their musicianship-teachers can make use of the paradox of jazz tradition to 
enhance the educational experience. Mere exposure to stylistic examples and 
points of view does little to stimulate critical thinking and reflection about jazz 
tradition, but by making repertoire selections a subject of critique rather than the 
subjugation of critique, teachers can create a new dimension in which students 
can grow in secondary school jazz education. It can also engage students in the 
paradox, allowing them to interrogate jazz traditions, including the tradition of 
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secondary school jazz. Teacher-student dialogue about the nature of jazz and 
how jazz education is indicative or influential on jazz traditions can help students 
situate what they do in class within broader contexts as well as personally, 
perhaps leading to more meaningful and insightful experiences. 
Potential in the Jazz Musicianship Paradox 
The musicianship rationale paradox presents teachers with the choice of 
conducting activities that facilitate musicianship skills that are associated with 
jazz (e.g. , improvisation, composition/arranging, and advanced aural skills) or 
activities that are more consistent with conventional large ensemble classes 
(rehearsal of published repertoire selected by the teacher); the former does not fit 
well into the current schema of secondary school education, while the latter falls 
squarely within limits of feasibility and established practices. How might this-with-
that dialectic be applied to the paradox of the musicianship rationale, in which 
formal and informal modes of learning seem at odds with one another? In similar 
fashion to the jazz tradition paradox, music educators can begin with the 
understanding that the formal methods of secondary school jazz pedagogy and 
the informal learning processes (that are more closely linked to "jazz" 
musicianship) are 1) distinct from one another, but not mutually exclusive; 2) 
variable by degree, and sometimes share characteristics, and 3) both have value 
to students, for developing musicianship skills as well as for social and/or 
personal benefits. Beginning with these premises, music educators can establish 
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dialectical strategies between formal and informal processes in an effort to 
realize benefits of both, and help students learn to mine these processes in the 
pursuit of their personal musical goals. Undoubtedly, tensions (both practical and 
philosophical) will emerge from the intrusion of one upon the other, but this can 
be part of the benefit as well, as the challenges of negotiating between formal 
and informal learning facilitate space for interrogation of practices by students as 
well as teachers. 
In order to implement ideas such as these, teachers will need to navigate 
some of the practical and institutional challenges of status quo music education. 
As explained in earlier chapters, the paradigm of the large-ensemble music class 
(concert band, choir, orchestra) has dominated secondary school music 
education for a century (P. M. Jones 2008). Some of this is due to the economic 
and temporal feasibility of this model; although facilities, instruments, and 
equipment are initially expensive endeavors, over time the per-student cost is 
relatively low.133 The possibility of teaching a large number of students at once 
with a single teacher allows schools to maximize time, space, and personnel. 
While this is advantageous for economic reasons (and works well for large 
ensemble scenarios), the pervasiveness of this structure in schools presents 
some challenges with respect to incorporating alternative forms of instruction. 
133. Additionally, in many schools students are charged a fee to cover some of these 
costs. This is on top of what booster organizations contribute (especially in the case of marching 
bands, which have higher expenses due to uniforms, travel, specialized instruments, band camp, 
additional instructors, commissioned compositions and drill design, auxiliary, etc.). The economic 
feasibility of some large instrumental ensembles for schools is not simply an inherent feature of 
the structure, but because the costs are passed on to participants. 
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These challenges include 1) rigid scheduling and class rosters; 2) facility design; 
3) limited scope of teacher training and expertise; 4) increasing standardization in 
institutional education, and a conservative culture in music education, and 5) 
limitations of secondary school students' skills and working knowledge. These 
are difficult but not insurmountable problems, and this-with-that dialectic can be 
useful in creating pathways through these obstacles. 
Scheduling is not something teachers have much power to change, as 
there are many external factors that determine the amount of time teachers have 
for class and the frequency at which they meet. This has worked well for large 
ensemble classes that rely on procedural routines, notation-based learning, and 
fairly clear objectives. School jazz bands, as explained in earlier chapters, have 
largely adopted the same kind of classroom practices as larger ensembles. 
Schedule limitations have undoubtedly contributed to this, as developing aural 
and improvisation skills, exploring composition and arranging, and having critical 
discussions about music are more time consuming and open-ended than simply 
polishing extant, fully-notated charts for a concert. In order to match the accuracy 
and precision of large ensemble "products," class time in school jazz bands has 
followed suit. The fixed scheduling of schools also favors standardization of 
ensemble instrumentation and larger class sizes, both of which inhibit more self-
directed and aurally based activities. 
Facility design also favors large ensembles. While some larger schools 
have ancillary spaces (e.g., practice rooms) that can accommodate differentiation 
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of tasks, this is not the norm. For example, having the space to rehearse multiple 
jazz combos that could be reconfigured on occasions to form a big band would 
require not only sizable and well-configured space, but also additional 
instruments and equipment to furnish them (drum sets, pianos, amps). The 
facility and schedule issues are interrelated; the unlikelihood of schools to 
schedule small music classes drives the need for large, centralized music 
facilities, but makes differentiated instruction and activity all the more impractical. 
Time and facility limitations are not the only impediments to pedagogical 
changes. Even if secondary school jazz educators were given more flexibility of 
time and space, most do not have expertise in the pedagogical techniques of 
improvisation, jazz and pop arranging and composition, interpreting lead sheet 
notation, rhythm section accompaniment techniques, and jazz history (and 
especially alternatives to the "official" narratives). Furthermore, teachers are 
trained to operate in a highly formalized environment in which content is linear, 
sequential, teacher-prescribed , and teacher-directed (Allsup and Benedict 2008, 
159-160). While some teachers might have taken upon themselves to develop 
some of these proficiencies, teacher education programs do not prepare music 
educators for less formalized classroom environments or to adequately instruct 
students in musical techniques and practices that are outside the Western 
classical tradition (and jazz experiences that teachers may have had in 
secondary school and university only exacerbate this). 134 
134. P.M. Jones (2008, 3-4) observes that music teacher education programs have 
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The continued focus on large ensemble pedagogy and Western classical 
music in teacher education programs is reflective of the conservative nature of 
music education in the United States (Allsup 2006). To some extent, this is 
symptomatic of schooling in general, which has remained relatively unchanged 
for decades and within which secondary school music is not merely academic, 
but interwoven with other social practices (athletics, ceremonies, clubs, parades, 
dances, etc.) that are part of the culture and sense of tradition of school 
communities. However, music education philosophy has historically been 
defensive rather than forward looking , seeking to explain the validity and 
importance of past and current ideas and practices instead of charting new 
directions (Jorgensen 1994, 1996). Additionally, a preservationist mindset 
regarding musical styles and the hope that school music groups would cultivate 
appreciation and thus perpetuate traditions has contributed to the privileging of 
concert bands, choirs, orchestras, and more recently, jazz bands. The 
diversification of musical styles, practices and pedagogy beyond the traditional 
secondary school large ensembles has not been a priority in music education in 
the United States. 
Yet another challenge to integrating less formal practices in secondary 
school music education is that students are likely to have disparate skills and 
perpetuated this cycle by creating "band directors" versus "music educators": 'The music 
education profession developed specialized courses for school band directors and, eventually, 
master and doctoral degrees in band conducting repertoire. These specialized graduate degrees 
are intended for band conductors in educational settings since there is currently no professional 
employment for band conductors in the USA except in the military. Thus, the profession produces 
specialist band conductors who are employed as music educators, further cementing bands 
within the school music culture." 
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comfort levels with aural recognition, theoretical understanding, and 
improvisation. Although some students will have had experience playing by ear 
or a more practical understanding of harmony from study and practice outside of 
school, students without significant extracurricular musical experiences will likely 
be more dependent on reading notation. This complicates doing aurally based 
activities in a school jazz band. Additionally, the expectation for school music 
ensembles to produce performances that are, among other things, public 
displays of student achievement, adds another layer of difficulty. This is because 
time must be taken away from burnishing and fine-tuning repertoire and given to 
developing raw musicianship skills that may not have audience appeal (i.e., 
student progress may not be as apparent to parents and administrators). 
There is also the issue of what abilities to reasonably expect of students 
during their secondary schooling. It takes years of intense focus to develop the 
kinds of aural skills, theoretical command, instrumental technique, and musical 
vocabulary necessary to functional independently as a jazz musician (i.e., to be 
able to competently handle one's role in a small jazz combo without fully 
composed charts). While a small percentage of students will be able to reach that 
point in their later teenage years, that may not be a realistic expectation for 
everyone. What should be the target for secondary school jazz students? What 
skill level is sufficient for empowering students to become independent lifelong 
music makers, and is it realistic to expect this outcome by the end of secondary 
school? 
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Of course, incorporating informal activities into formal settings poses 
theoretical problems as well. 135 At what point upon being introduced or adapted 
to a school situation does an activity cease to be "informal"? Perhaps more 
importantly, how can such adaptations be made without compromising the 
efficacy of "informal" learning and formal learning alike? What role do teachers 
play in this context (Rodriguez 2009; Feichas 201 0)? How should students be 
evaluated (Rodriguez 2009; Feichas 201 0)? What degree of authenticity can be 
expected or should be targeted to be effective (Jaffurs 2006; Green 2008a; 
Feichas 201 0; Karlsen 201 0)? 
Integrating informal activities into secondary school jazz education with 
authenticity poses difficulties, but this is precisely why this-with-that dialectic can 
be a helpful framework. Understanding formal and informal learning processes 
as "weak syndromes" rather than rigid dualities can allow teachers to combine 
them in varying admixtures without necessarily sacrificing their distinctiveness. 
Conceiving the classroom as a place of ongoing dialogue between formal and 
informal learning instead of compartmentalizing activities can enhance students' 
understanding of the usefulness and limitations of both learning styles, as well as 
the variations and nuances of each.136 This can also make improvisation and 
aural activities less intimidating to students by limiting their scope and making 
them part of other daily class activities. 
One possible way to do this might be to explore aural and written 
136. Regelski (2002, 2005) explains the difference between such "methodolatry" and 
"critical and reflective praxis" in music education . 
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approaches to learning repertoire 137 so that students can realize the advantages 
and disadvantages of each, in what ways one might inform the other, and to 
practice each so as to be more useful to them in their personal musical lives. 
Designating time to brainstorm and reflect on the experiences and progress of 
these activities, as well as the possible objectives and outcomes of these 
activities, might help students begin to initiate their own ideas for projects (in or 
out of class), generate strategies to improve their skills, or even motivate or 
inspire them to do so. For instance, students might find that learning from 
notation expedites the process, but learning by ear helps them learn stylistic 
elements that notation inadequately expresses. Some students may find one 
approach or the other to be more mnemonically useful to them over the long 
term, or that they tend to "think" in one format over the other, or that improving in 
one approach compliments the other, and so on. In this way, formal and informal 
elements are not set up as dichotomous, but as dialectical partners-two sides of 
a coin-and students can start learning how to draw from various approaches in 
order to develop and maintain the kinds of skills that they want or need (or to 
shore up deficiencies). 
Encouraging composition and improvisation as everyday behaviors and 
integrating them into classroom activities, concert performances, and out-of-class 
assignments can also facilitate this-with-that negotiation of the musicianship 
paradox. It is unrealistic to expect secondary students to compose or arrange 
137. By repertoire here I am thinking broadly about musical material: "heads" of tunes, 
scales, patterns, selections from improvised solos, or even parts/camping/bass lines/drum 
patterns from big band charts . It need not refer to music that will be performed in concert. 
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full-blown big band charts, but why not background riffs, improvisational "licks," 
solos, solis, or even "heads" that can be developed into arrangements? Formal 
and informal processes could be used in combination to solve technical problems 
if students create some of their own exercises (on their own or in collaboration) to 
share with the class; discussion about why and how these exercises "work" ties 
together concepts such as product and process, creativity and discipline, and 
sequentialized and project-based activity. Improvisation can be part of warm-up 
activities, with the idea of "trying out" certain concepts (e.g., what can you do with 
these notes, this rhythm, articulation patterns, this chord, etc.) so that students 
are working on ideas and techniques creatively but in contexts that are perhaps 
less intimidating than standing up for an improvisatory solo on a fast bop chart. 
Improvising a solo, composing, arranging, or creating practice strategies can 
then be an extension of something students already do on a daily basis. The 
conjunction of formal and informal strategies on a regular basis can help students 
understand the value and usefulness of both to their personal musicianship, and 
perhaps bridge the divide between the theoretical musicianship aims of 
secondary school jazz education and the actual accomplishments. 
The structure of secondary school music education is not likely to change 
much in the near term, meaning the obstacles to developing some of the 
musicianship skills pertinent to jazz are entrenched. However, treating informal 
and formal, aural and literal, generative and reconstructive practices as an 
ongoing, daily dialectic can help teachers work within the constraints of 
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secondary school structure and culture that make deviation from norms difficult. 
This is because it allows teachers to bring informal learning approaches into the 
existing structures of formal music education, rather than attempting to replace or 
usurp them. 
Potential in the Jazz Market Paradox 
Finally, the jazz market paradox presents teachers with complex choices 
about the relationship of jazz education objectives to entities and individuals 
(perhaps including the teachers) with economic interests in jazz. For instance, at 
what point might "vendors" of jazz education materials or services transition from 
useful resources to exploitative or overreaching influences? How does one 
attract students for jazz education programs and teach musicianship through jazz 
performance without necessarily attempting to recruit future jazz performers and 
audiences? (Doesn't the belief that jazz has something unique to offer students' 
musical education imply that it merits their attention beyond school?) 
These questions present some interesting opportunities for teachers and 
students to reinforce critical awareness of commercial, political, and educational 
influences. It also enables students to engage in personal meaning making (why 
jazz education is important to them), instead of being told what jazz should mean 
to them. In order to accomplish this, teachers and students set up dialectic 
between themselves and the various actors of the jazz education industry. This 
means examining the purposes, intentions, values, goals, assets, needs, 
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influences, histories, and potentials of each. In this way, students and teachers 
can discover the "ground between" their own interests (individually and 
collectively) and other players in the jazz education industry. 
By acknowledging that various players in the jazz education industry 
(students, schools, educational organizations, publishers, musicians, 
manufacturers, etc.) have interests that sometimes are shared and sometimes 
are at odds certainly complicates the secondary school jazz education 
environment; however, this acknowledgment might also turn the soil in such a 
way that it facilitates deeper understandings and maximizes benefits to students. 
An example of how this might play out is in one of the most obvious dialectic 
relationships in secondary school jazz education, that of the teacher and student. 
Teachers and students sometimes have competing objectives, even when they 
have the same broad intent (student growth), 138 due to differences in perspective. 
Teachers, because of their training and experience, might emphasize routinized, 
sequential skill and knowledge development, while students might be more 
interested in pursuing project-centered tasks that align with their personal goals 
and enjoyment. Teachers, because of their broader experience and more 
extensive training, may better understand the value of playing "classic" repertoire 
and varied styles than students. For their part, students know what appeals to 
138. Of course, it is not a given that student growth is a teacher's motivation, as they may 
have any number of intentions-noble or otherwise-that could cloud the picture. While 
acknowledging this pessimistic note, I would like to operate under the assumption that, all things 
being equal, music educators want to see their students grow musically (and otherwise) for the 
sake of the students themselves. However, in cases where student and teacher intentions do 
differ, this could also be a point of dialogue around which new educational opportunities might 
emerge. 
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them, and can bring new streams of variety into the mix. When students and 
teachers learn from each other, both groups can benefit more. Talking through 
these situations (and others like them) can lead to better mutual understanding 
and perhaps help students and teachers work together to maximize student 
growth via this-with-that collaboration. 139 
Teachers can also be proactive in helping students understand the 
complex relationship of the jazz industry, local musicians, schools, teachers and 
students. This can involve discussion about what to expect from exhibitors at jazz 
festivals and music education events and how the interests they have in being 
there (not to mention the interest-especially economic interest-that event 
organizers have in inviting these vendors). Teachers can illuminate how clever 
marketing campaigns and "gimmicky" products targeted at young consumers 
might exploit students' (and their parents') lack of expertise in selecting 
instruments or other musical merchandise. Teachers and students can have 
honest discussions about why they "do" jazz education; there is much to learn 
about what brings students to school music ensembles, and students may learn 
from teachers' reasons for investing themselves in the profession of music 
education. Conversations about their goals, hopes, and intentions, teachers and 
students can find common ground as well as mutual understanding as they help 
each other meet expectations and goals. This process promotes awareness, 
critique, and respect for the interests of other actors within the jazz education 
139. For instance, a teacher could construct or assign skill-building exercises that 
complement student selected/designed projects (or vice versa). 
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industry, as well as to better articulate, critique and-when necessary-protect 
one's own interests. It can also help teachers better understand the interests of 
their students, and to advocate for, guide, and challenge them. Teachers and 
students can also use this process to both protect themselves and benefit from 
entities in the jazz education industry who might otherwise be able to exploit 
them, such as vendors or (sadly) other educational figures and institutions. 
Recommendations 
The paradoxes discussed in this study have revealed problems in 
secondary school jazz education as well as possibilities. While the primary 
purpose of this study has been to describe these paradoxes and demonstrate 
how paradox can be a useful framework for music educators, summarizing these 
problems and possibilities can also reveal some of the ways in which secondary 
school jazz education might be improved. The previous section explains ways 
that teachers and students might navigate some of the double binds and 
contradictory elements of status quo secondary school jazz education; however, 
it is also useful to challenge the aspects of status quo that could be improved, 
refined, or reformed. This section describes the themes that emerge from this 
study that point to considerations for improvement of secondary school jazz 
education. 
A theme that emerges from these paradoxes is that secondary school jazz 
education is overwhelmingly concerned with preservation of knowledge versus 
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transformation of students.140 Jazz education could be transformative in several 
ways. First, it could be a source of musicianship development that could 
empower students with greater personal music agency; the development of skills 
like improvisation, transcription, arranging/adaptation, lead-sheet reading, and 
applied music theory better positions students to pursue a range of musical 
opportunities (including autonomous activities) rather than traditional literacy-
based large ensemble experiences alone. Students who are reliant on high levels 
of external organization for music making are not as likely to continue 
participating in music making after secondary school (Coffman 2002). Yet, status 
quo jazz education continues to emphasize reiterative musical practices, doing 
little to distinguish it from traditional large ensemble music education. 
Furthermore, instead of fostering student creation and exploration of emergent 
music, secondary school jazz education centers on concepts of canonic 
conservation. These practices suggest a preoccupation with conserving a body 
of repertoire and performance practice rather than a focus on empowering 
students to pursue an array of musical experiences. 
Secondly, jazz education has been and is frequently linked with efforts to 
build and sustain an audience for jazz. One of the oft-cited rationales to include 
and promote jazz ensembles in secondary schools is the hope that students who 
participate in them will become appreciators, supporters, and consumers of jazz 
music. One of the assumptions at work here is that jazz possesses a timeless 
140. See Abrahams (2005), O'Neill (2012), and Dillon and Mackinlay (2007) on 
transformative music education. 
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appeal, if only people can give it a chance. Reaching people before their musical 
preferences have already hardened is part of the reason to target students in 
secondary school; 141 another part is the belief that participating in jazz 
performance is a more exciting, interactive way of gaining exposure to jazz than 
lecture-style academic courses (Engelke 1996; Dunscomb and Hill 2002). Implicit 
in this is the idea that students' musical preferences not only are capable of 
being altered through music education, but also that music education bears a 
responsibility to shape the musical preferences of students. This is a quite 
different understanding of the purpose of jazz education than a transformative 
view, which would understand the purpose of jazz education as to equip students 
to make their own choices about music that are informed, reflective, and critical. 
While the history of jazz is often read as a linear evolution toward a mature 
collection of art-music sub-styles, it can also be read as an ongoing struggle to 
reconstitute and hybridize music to be culturally, temporally, and even personally 
relevant. Such an understanding of jazz as not just a musical genre but as a 
living cultural force can help teachers reframe secondary school jazz education 
as a transformative experience. 
Thirdly, jazz education could be transformative by including opportunities 
for deeper creativity, in which students encounter jazz as a vehicle for personal 
expression, experimentation, and application of jazz concepts. One example of 
this might include interrogation of the concept of "standards." Teachers and 
141 . According to Teaching Jazz: A Course of Study (MENC and IAJE 1996, 1 ), "A 
person's individual musical taste is established by the high school years. Making jazz part of the 
general music curriculum promotes exposure and discourages prejudice against this art form. " 
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students can probe questions such as: what makes a tune a "standard" and how 
does one reinterpret it to be a "jazz" tune? What are contemporary tunes that 
might be considered standards, and how might they be reworked in a jazz 
format? How might the concept of "jazzing" a tune differ from the concept of 
"covering" a tune? Students can reflect on and discuss these concepts, 
brainstorm examples, and perhaps create their own arrangements or 
interpretations of contemporary "standards," as well as research the stories of 
some historical standards. Another form this could take is exploration of various 
purposes and identities of jazz music. How does jazz embody, emulate, 
subsume, or refute elements of other music? What about jazz allows it to function 
in different contexts, such as art music, folk music, dance music, secular or 
sacred, as popular or esoteric, avant-garde or retro, versus/connected to 
classical music, American and/or multicultural, and so on? To whom might each 
of these various contexts appeal? One of the great educational potentialities of 
jazz is perhaps within its adaptability to a variety of musical functions, and 
working through these potentialities can greatly open many doors for students. 
A way to generate opportunity for creative play could be for teachers to 
guide students in experimentation with macro concepts in improvisation. Most 
improvisation instruction emphasizes harmonic and melodic structures in very 
specific ways (e.g., using a particular note/scale/lick "over" a chord). Students 
could perhaps experience the more freely creative aspects of improvisation, such 
as playing with elements like space, rhythm, dynamics, large-scale formal 
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development, interaction, articulation, etc. to experience more personalized 
creativity in their improvisations. Students could also undertake composition as a 
long-term collaborative project. I have seen high school groups (usually "honors" 
groups) perform "head charts" written by a student or collaboratively composed. 
This idea could be expanded into composition of a complete big band chart (or 
other ensemble composition) over a period of time. This could be done a number 
of ways, such as meting out responsibilities to different members or sections or 
collective brainstorming and editing bit by bit. Another approach might be to see 
how many adaptations or arrangements of an original composition a group can 
create over time, or what separate combos might create from the same material. 
In any case, making composition an ongoing activity-even in smaller scope 
activities-could perhaps be more useful to students as a creative element than 
an obligatory nod to composition every once in a while or as a diversion. 
Although status quo secondary school jazz education has involved rather 
fixed ideas about repertoire, instrumentation, and instructional format, jazz is a 
musical practice that offers opportunities to stretch, diversify, and personalize 
students' music education experiences because of its very ambiguities and 
tendency toward hybridity. Were secondary school jazz education to draw more 
from this facet of jazz, students might have more opportunity to develop the 
critical musicianship skills that empower personal music agency-near and long 
term-that inspire and enable a lifetime of musical fulfillment. 
Another theme that connects all of these paradoxes is that of 
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"authenticity." The tradition paradox deals with competing notions of what jazz is 
and means. The musicianship paradox presents the question of what it really 
means to "do" jazz. In the market paradox, the issue of authenticity in jazz 
education emerges from problems associated with attempts to build future jazz 
audiences. These questions are central to secondary school jazz education: 
What is jazz? What is the value of jazz to music education? How is teaching and 
learning jazz related to this? Who decides? These questions may be impossible 
to answer definitively, but the dialogue may be more useful than any "answers" 
could be. Ongoing discourse amongst jazz educators, musicians, students, and 
others about these difficult questions can lead to greater value of secondary 
school jazz education to and for students. 
Perhaps all of these suggestions also depend on a different kind of 
program for pre-service teacher preparation. Unless they have some kind of jazz 
backgrounds themselves, most music educators possess (at best) a minimum of 
jazz knowledge, experience, and competency. The acceptance and growth of 
jazz as a more or less standard part of secondary school music programs has, 
unfortunately, not been concomitantly reflected in adaptations in music teacher 
training programs. If secondary school jazz educators are to have the nuanced 
understanding and abilities to implement strategies like those outlined above, 
there must be changes in the preparation of music educators. AsP. M. Jones 
(2007) observes, music education requires teachers with broader musicianship 
skills to enable greater flexibility of instruction. 
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Finally, I propose that the concept of paradox itself can generate 
teachable moments that may be musical or extra-musical. As teachers deal with 
the contradictions that plague their decision-making, they can select moments to 
reflect on them with their students. Paradoxes are part of the human experience; 
why not make them learning experiences? Among the insights that can come 
from such reflection are how to sustain disciplined critique; the realization that 
situations may not be as simple as they appear (there is not always a right 
answer, and there may not even be an answer); the importance of nuance, 
distinctions, and precise language in thoughts; divergent and empathic thinking, 
etc. This might take the form of teachers sharing topics such as, "I don't 
particularly like this arrangement, but I selected it because ... " or "Here are some 
things that I don't like about our class structure, but why I still think this is an 
important class ... " or "I chose to do something very different in today's rehearsal 
because ... ". Teachers might even pose similar questions to students, such as 
"Have you ever had to make a decision in which you felt like there was no good 
answer? How did you make that decision? How did it turn out? Would you do it 
the same way again or differently, and why?" 
Further Research 
I have proposed several ideas in this study that I think are useful to music 
education scholarship. First, paradox can provide a useful framework through 
which to analyze problems in secondary school jazz education, as well as to 
231 
imagine and implement new possibilities. Second, I have argued that doing so is 
not a matter of eliminating the tensions and inconsistencies of theory and 
practice in jazz education, but of seizing upon the opportunities for learning that 
they can produce; furthermore, I explained how Jorgensen's concept of "this-
with-that" dialectic-which she has used to negotiate contradictory elements in 
issues like theory and practice in music education and musical interpretation-
can be applied to paradoxes. Third, I have provided examples of such application 
to paradoxes in secondary school jazz education. Finally, I have used the 
concept of paradox to critique some of the values, rationales, and practices of 
secondary school jazz education, which I believe to be an underexamined area 
of music education scholarship. 
The examples of the ways in which paradox might be used in secondary 
school jazz education could also hold some value for other areas of music 
education as well; after all, music educators of all types, not just secondary 
school jazz educators, experience paradoxes. Further study could include the 
application of the methods in this study to other paradoxes in music education. If 
music educators were to identify some of the paradoxes they experience and 
document the problems and potentials they uncover, the challenges and 
successes of working within the paradox and of how they navigate through the 
dialectical process, they could provide valuable insights for other teachers facing 
the same or similar paradoxes. Such studies could also reveal areas to improve, 
reform, or reconceive music education in theory and practice. 
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It became apparent during this study that jazz education research could 
benefit from more data collection efforts. For instance, while it is logical to say 
secondary school jazz education has grown tremendously based on external 
indicators such as the number of special jazz education events (i.e., summer 
camps, workshops, festivals and competitions) and the number of jazz education 
materials being authored, published, bought and sold (Wilt 2010, 31 ), these 
indicators only point to generalities. Data on students in jazz ensembles, the 
percentage of schools that offer jazz courses or extracurriculars and what kind, 
and descriptions of secondary schools where jazz education is thriving can help 
inform questions about jazz education, as well as how it compares with other 
forms of music education. 142 
Descriptive studies in secondary school jazz education could provide 
valuable insights about pedagogical practices, classroom environments, and the 
experiences, opinions, attitudes, expectations and goals of secondary school 
jazz education students and teachers. 143 As these studies accumulate they could 
help researchers develop a more reliable picture of secondary school jazz 
education, speaking especially to questions about why students join jazz 
ensembles, what kinds of satisfaction students derive from it, and what students 
find lacking in jazz education. While several studies have targeted information 
142. Studies by Hinkle (2011), Mack (1993) and Wiggins (1997) are examples of this type 
of research applied to jazz education in Florida, Indiana, and North Carolina, respectively. Except 
for Hinkle's work, the findings of the other studies are no longer current. 
143. See Dyas (2006) and Goodrich (2005) for example. 
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about teachers, 144 future research focused on student experiences could greatly 
enhance secondary school jazz education scholarship; 145 such efforts could be 
especially helpful to researchers interested in ways that secondary school jazz 
education might enhance students' critical musicianship and personal music 
agency. 
Finally, jazz education-indeed, music education in general-can benefit 
from continued probing of philosophical questions, specifically those addressing 
the aims and objectives of music education. Much research has been invested in 
the "how" of music education (pedagogical means), but the important questions 
of "what," "why," and "who" (educational ends) are equally important. As this 
study suggests, questions such as these have no ready answers, but this should 
not allow music educators to avoid them; if the educational ends are not sound, 
what good are the pedagogical means? Jazz education may have already 
suffered from this confusion by becoming an end of its own, which would be a 
disservice to students. Critiques of jazz education have been contributed in 
recent years, but these generally are focused on the world of postsecondary 
music education. It would be beneficial to interrogate jazz education at the 
secondary and even primary levels as well in an effort to ensure jazz education is 
productive, humane, and worthwhile. 
144. Examples include Montgomery (1986), Rummel (2010), Treinen (2011) and West 
(2011 ). 
145. Leavell's (1996) study of middle school jazz students is unique in this regard. 
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Conclusion 
Secondary school jazz education is laden with paradoxes, but while this 
creates challenges and complications for music educators and students, it need 
not be perceived as a negative feature of jazz education. To the contrary, I 
contend that this makes secondary school jazz education a rich context in which 
to undertake music education, as paradoxes can stimulate critical and creative 
thinking that might not otherwise emerge. A "this-with-that" dialectic offers a 
useful framework for problematizing paradoxical poles, as well as for imaginative 
negotiation of contradictions, as benefits and liabilities are acknowledged, 
analyzed, and continuously navigated. The explication of paradoxes in secondary 
school jazz education, while perhaps less clear or simple than committing to one 
side or another, can offer opportunities for teachers to confront difficult issues of 
theory and/or practice with integrity and efficacy, while fostering students' critical, 
creative, and personal musicianship. While secondary school jazz education 
provides a uniquely fertile place to encounter paradox in music education, music 
educators of all specialties might consider how engaging paradoxes in a "this-
with-that" dialectic might lead them to analyze problems and imagine new 
possibilities in their own contexts. 
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